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AUTHOR'S   EXPLANATION. 

The  fact  that  the  pamphlet  now  considerably 
enlarged  which  formed  the  basis  of  this  work 
passed  through  four  editions  shows  that  it  proved 
useful  to  the  musical  public.  It  made  no  pretence 
to  be  more  than  a  descriptive  analysis  of  the 
"  Ring  of  the  Nibelung,"  in  which  the  more  impor- 
tant leading  motives  were  quoted,  so  that  the 
reader  might  identify  them  and  recognise  them 
when  he  heard  them.  Care  was  taken  to  avoid 
any  technical  expressions  or  discussions.  The 
pamphlet  was  intended  for  the  general  reader. 

I  have  followed  the  same  plan  in  preparing  these 
articles.  In  adding  considerably  to  the  letter- 
press— the  latter  part  of  the  "  Siegfried  "  analysis 
and  the  analysis  of  the  "  Dusk  of  the  Gods  "  have 
been  entirely  re-written  and  the  "  Notes  "  converted, 
with  many  additions,  into  the  Story — and  in 
increasing  the  number  of  musical  examples,  I  have 
simply  sought  to  make  the  book  a  little  more  useful 
on  the  same  lines. 

The  success  of  the  work  is  very  gratifying  to 
me,  not  for  personal  reasons,  but  because  it  affords 
an  indication  of  a  growing  interest  in  the  cause  in 
which  I  wrote. 

GUSTAV    KOBBE. 


THE  STORY. 


HE  "  Ring  of  the  Nibelung,"  consists  of 
four  music  dramas — "  Rhinegold,"  the 
"Valkyr,'.'  "  Siegfried  "  and  the  "  Dusk 
of  the  Gods."  The  "  books  "  of  these 
were  written  in  inverse  order.  Wagner 
made  a  dramatic  sketch  of  the 
Nibelung  myth  as  early  as  the  autumn 
of  1848  and  between  then  and  the  autumn  of  1850 
he  wrote  the  "  Death  of  Siegfried."  This  subse- 
quently became  the  "  Dusk  of  the  Gods."  Mean- 
while Wagner's  ideas  as  to  the  proper  treatment 
of  the  myth  seem  to  have  undergone  a  change. 
"  Siegfried's  Death  "  ended  simply  dramatically, 
"Briinnhilde "  leading  "Siegfried"  to  Valhall. 
Afterwards  Wagner  V  evidently  conceived  the 
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purpose  of  connecting  the  final  catastrophe  of  his 
Triology  with  the  Dusk  of  the  Gods,  or  end  of  all 
things,  in  Northern  mythology,  and  of  embodying 
a  profound  truth  in  the  action  of  the  music- 
dramas.  This  metaphysical  significance  of  the 
work  is  believed  to  be  sufficiently  explained  in 
the  brief  synopsis  of  the  plot  of  the  Triology  and 
in  the  descriptive  musical  and  dramatic  analysis 
below. 

In  the  autumn  of  1850  when  Wagner  was  on  the 
point  of  sketching  out  the  music  of  "  Siegfried's 
Death,"  he  recognised  that  he  must  lead  up 
to  it  with  another  drama,  and  "  Young  Siegfried," 
afterwards  "Siegfried"  was  the  result.  This 
in  turn  he  found  incomplete,  and  finally  decided  to 
supplement  it  with  the  "Valkyr"  and  "  Rhine- 
gold."  This  backward  modus  operandihe  explained 
to  Liszt  in  a  characteristic  letter  dated  Albisbrunn, 
November  2oth,  1851. 

"  Rhinegold  "  was  produced  in  Munich,  at  the 
"  Hoftheater  "  Sept.  22nd,  1869;  the  "  Valkyr," 
on  the  same  stage,  June  26th,  1870.  "  Siegfried" 
and  the  "  Dusk  of  the  Gods  "  were  not  performed 
until  1876,  when  they  were  produced  at  Bayreuth. 

Of  the  principal  characters  in  the  "  Ring  of  the 
Nibelung,"  "  Alberich,''  the  Nibelung,  and 

Waton,"  the  chief  of  the  gods,  are  symbolic  of 
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greed  for  wealth  and  power.  This  lust  leads 
"Alberich"  to  renounce  love — the  most  sacred 
of  emotions — in  order  that  he  may  rob  the  Rhine- 
daughters  of  the  Rhinegold  and  forge  from  it  the 
ring  which  is  to  make  him  all-powerful.  "  Wotan  " 
by  strategy  obtains  the  ring,  but,  instead  of  re- 
turning it  to  the  Rhine-daughters,  he  gives  it  to 
the  giants,  "  Fafner  "  and  "  Fasolt "  as  ransom 
for  "  Freia,"  the  goddess  of  youth  and  beauty, 
whom  he  had  promised  to  the  giants  as  a  reward 
for  building  Walhalla.  "  Alberich  "  has  cursed 
the  ring  and  all  into  whose  possession  it  may 
come.  The  giants  no  sooner  obtain  it  than  they 
fall  to  quarreling  over  it  and  "Fafner"  slays 
"  Fasolt  "  and  then  retires  to  a  cave  in  the  heart 
of  a  forest  where,  in  the  form  of  a  dragon,  he 
guards  the  ring  and  the  rest  of  the  treasure  which 
"  Wotan  "  wrested  from  Alberich  and  also  gave 
to  the  giants  as  ransom  for  Freia.  This  treasure 
includes  the  tarn-helmet,  a  helmet  made  of  Rhine- 
gold,  the  wearer  of  which  can  assume  any  guise. 

"Wotan"  having  witnessed  the  slaying  of 
"  Fasolt,"  is  filled  with  dread  lest  the  curse  of 
"  Alberich  "  be  visited  upon  the  gods.  To  defend 
Valhalla  against  the  assaults  of  "Alberich"  and 
the  host  of  Nibelungs,  he  begets  in  union  with 
"  Erda,"  the  goddess  of  wisdom,  the  Valkyrs 
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(chief  among  them  "  Briinnhilde  ")  who  course 
through  the  air  on  superb  chargers  and  bear  the 
bodies  of  departed  heroes  to  Valhalla,  where  they 
revive  and  aid  the  gods  in  warding  off  the  attacks 
of  the  Nibelungs.  But  it  is  also  necessary  that  the 
curse-laden  ring  should  be  wrested  from  "  Fafner  " 
and  restored  through  purely  unselfish  motives  to 
the  Rhine-daughters,  and  the  curse  thus  lifted 
from  the  race  of  the  gods.  None  of  the  gods  can 
do  this  because  the  motives  would  not  be  entirely 
unselfish.  Hence,  "  Wotan,"  for  a  time,  casts  off 
his  divinity,  and  in  disguise  as  Walse,  begets  in 
union  with  a  human  woman  the  Walsung  twins, 
"  Siegmund  "  and  "  Sieglinde  ."  "  Siegmund  "  he 
hopes  will  be  the  hero  who  will  slay  "Fafner  " 
and  restore  the.  ring  to  the  Rhine-daughters.  To 
nerve  him  for  this  task,  "  Wotan  "  surrounds  the 
Walsungs  with  numerous  hardships.  "Sieglinde" 
is  forced  to  become  the  wife  of  her  robber 
"  Hunding."  "  Siegmund,"  storm-driven,  seeks 
shelter  in  "  Hunding's  "  hut,  where  he  and  his 
sister,  recognizing  one  another,  form  an  incestuous 
union  and  escape.  "  Hunding  "  overtakes  them 
at  "  Wotan,"  as  "  Siegmund  "  has  been  guilty  of 
a  crime  against  the  marriage  vow,  is  obliged,  at 
the  request  of  his  spouse  "  Fricka,"  the  Juno  of 
N  orthern  mythology,  to  give  victory  to  ' '  Hunding. ' ' 
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"  Briinnhilde,"  contrary  to  "Wotan's"  command, 
takes  pity  on  "  Siegmund  "  and  seeks  to  shield 
him  against  "  Hunding."  For  this  "  Wotan  " 
causes  her  to  fall  into  a  profound  slumber.  The 
hero  who  will  penetrate  the  barrier  of  fire  with 
which  "Wotan"  has  surrounded  the  rock  upon 
which  she  slumbers  can  claim  her  as  his  bride. 

After  "  Siegmund's  "  death  "  Sieglinde  "  gives 
birth  to  "Siegfried,"  a  son  of  their  incestuous 
union,  who  is  reared  by  one  of  the  Nibelungs, 
"Mime,"  in  the  forest  where  "  Fafner "  guards 
the  Nibelung  treasure.  "  Mime  "  is  seeking  to 
weld  the  pieces  of  "  Siegmund's  "  sword  (Nothung 
or  Needful)  in  order  that  "  Siegfried  '  may  slay 
"  Fafner,"  "  Mime  "  hoping  to  then  possess  him- 
self of  the  treasure.  But  he  cannot  weld  the 
sword.  At  last  "  Siegfried,"  learning  that  it  was 
his  father's  weapon,  welds  the  pieces  and  slays 
"  Fafner."  His  lips  having  come  in  contact  with 
his  bloody  fingers,  he  is,  through  the  magic  power 
of  the  dragon's  blood,  enabled  to  understand  the 
language  of  the  birds,  and  a  little  feathery  songster 
warns  him  of  "  Mime's  "  treachery.  "  Siegfried  " 
slays  the  Nibelung  and  is  then  guided  to  the  fiery 
barrier  around  the  Valkyr  rock.  Penetrating 
this,  he  comes  upon  "  Brunnhilde,"  and,  enrap- 
tured with  her  beauty,  he  awakens  her  and  claims 


10  THE    STORY. 

her  as  his  bride,  and  she,  the  virgin  pride  of  the 
goddess,  yielding  to  the  love  of  the  woman,  gives 
herself  up  to  him.  He  plights  his  troth  with  the 
curse-laden  ring  which  he  has  wrested  from 
"  Fafner." 

"  Siegfried  "  goes  forth  in  quest  of  adventure. 
On  the  Rhine  lives  the  Gibichung  "Gunther," 
his  sister  "Gutrune"  and  their  half-brother 
"  Hagen,"  the  son  of  the  Nibelung  "  Alberich." 
"  Hagen,"  knowing  of  "  Siegfried's  "  coming, 
plans  his  destruction  in  order  to  regain  the  ring 
for  the  Nibelungs.  Therefore,  craftily  concealing 
"  Brunnhilde's  "  and  "  Siegfried's  "  relations  from 
"Gunther"  he  incites  a  longing  in  the  latter  to 
possess  "  Briinnhilde "  as  his  bride.  Carrying 
out  a  plot  evolved  by  "  Hagen,"  "  Gutrune  "  on 
"  Siegfried's  "  arrival  presents  to  him  a  drinking 
horn  filled  with  a  love-potion.  "  Siegfried " 
drinks,  forgets  "  Briinnhilde,"  and  becoming 
enamored  of  " Gutrune"  asks  her  in  marriage  of 
"  Gunther."  The  latter  consents  provided  "  Sieg- 
fried "  will  disguise  himself  in  the  Tarn-helmet  as 
"Gunther"  and  lead  "  Brunnhilde "  to  him  as 
bride.  "  Siegfried  "  readily  agrees,  and  in  the- 
guise  of  "Gunther"  overcomes  "Brunnhilde" 
and  delivers  her  to  the  Gibichung.  But "  Brunn- 
hilde," recognizing  on  "Siegfried"  the  ring 
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which  her  conqueror  had  drawn  from  her  finger, 
accuses  him  of  treachery  in  delivering  her,  his 
own  bride,  to  "  Gunther."  The  latter,  unmasked 
and  also  suspicious  of  "  Siegfried,"  conspires 
with  "  Hagen  "  and  "  Briinnhilde,"  who,  know- 
ing naught  of  the  love-potion,  is  roused  to  a 
frenzy  of  hate  and  jealousy  by  "  Siegfried's " 
treachery,  to  compass  the  young  hero's  death. 
"  Hagen  "  slays  "  Siegfried  "  during  a  hunt,  and 
then  in  a  quarrel  with  "Gunther"  over  the  ring 
also  kills  the  Gibichung.  Meanwhile  "  Briinn- 
hilde "has  learned  through  the  Rhine- daughters 
of  the  treachery  of  which  she  and  "  Siegfried'' 
have  been  the  victims.  All  her  jealous  hatred  of 
"  Siegfried  "  yields  to  her  old  love  for  him  and  a 
passionate  yearning  to  join  him  in  death.  She 
draws  the  ring  from  his  finger  and  throws  upon 
the  pyre  the  torch  which  ignites  it.  Then,  mounting 
her  steed,  she  plunges  into  the  flames.  One  of 
the  Rhine-daughters  seizes  the  curse-laden  ring. 
"  Hagen  "  rushes  into  the  flooding  Rhine  hoping  to 
regain  it,  but  the  other  Rhine-daughters  grasp  him 
and  draw  him  down  into  the  flood.  Not  only  the 
flames  of  the  pyre,  but  a  glow  which  pervades  the 
whole  horizon  illumines  the  scene.  It  is  Walhalla 
being  consumed  by  fire.  Through  love — the  very 
emotion  "  Alberich  "  renounced  in  order  to  gain 


12  THE    STORY. 

wealth  and  power — "  Bninnhilde  "  has  caused  the 
old  order  of  things  to  pass  away  and  a  new  and 
better  era  to  dawn. 

The  sum  of  all  that  has  been  written  concerning 
the  book  of  "  The  Ring  of  the  Nibelung  "  is  prob- 
ably larger  than  the  sum  of  all  that  has  been 
written  concerning  the  librettos  used  by  all  other 
composers  in  their  aggregate.  What  can  be  said 
of  the  ordinary  opera  libretto  beyond  Voltaire's 
remark  that  "  what  is  too  stupid  to  be  spoken  is 
sung  ?  "  But  "  The  Ring  of  the  Nibelung  "  pro- 
duced vehement  discussion.  It  was  attacked  and 
defended,  praised  and  ridiculed,  extolled  and  con- 
demned. And  it  survived  all  the  discussion  it 
called  forth.  It  was  the  grandest  fact  in  Wagner's 
career  that  he  always  triumphed.  He  threw  his 
lance  into  the  midst  of  his  enemies  and  fought  his 
way  up  to  it.  No  matter  how  much  opposition 
his  music-dramas  excited,  they  found  their  way 
into  the  repertoire  of  the  leading  opera  houses 
of  Germany  and  have  since  their  production 
proved  the  most  popular  musico-dramatic  works 
of  the  time. 

It  was  contended  on  many  sides  that  a  book 
like  "  The  Ring  of  the  Nibelung  "  could  not  be  set 
to  music.  Certainly  it  could  not  be  after  the 
fashion  of  an  ordinary  opera.  Perhaps  people 
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were  so  accustomed  to  the  books  of  nonsense 
which  figured  as  opera  librettos  that  they  thought 
"  The  Ring  of  the  Nibelung "  was  so  great  a 
work  that  its  action  and  climaxes  were  beyond  the 
scope  of  musical  expression.  For  such,  Wagner 
has  placed  music  on  a  higher  level.  He  has 
shown  that  music  makes  a  great  drama  greater. 
One  of  the  most  remarkable  features  of  Wagner's 
works  is  the  author's  absorption  of  the  traits  of  the 
times  in  which  he  wrote.  He  seems  to  have  gone 
back  to  the  very  time  in  which  the  scene  of  the 
music-drama  is  laid  and  to  have  himself  lived 
through  the  events  in  his  plot.  Hans  Sachs 
could  not  have  left  a  more  faithful  portrayal  of  life 
in  the  Nuremberg  of  his  day  than  Wagner  has 
given  us  in  "  Die  Meistersinger."  In  "  The  Ring 
of  the  Nibelung''  he  has  done  more — he  has 
absorbed  an  imaginary  epoch  ;  lived  over  the  days 
of  gods  and  demigods  ;  infused  life  into  mythologi- 
cal figures.  "The  Rhinegold,"  which  is  full  of 
varied  interest  from  its  first  note  to  its  last,  deals 
entirely  with  beings  by  mythology.  They 
are  presented  true  to  life — if  that  expression 
may  be  used  in  connection  with  beings 
that  never  lived — that  is  to  say,  they  are  so 
vividly  drawn  that  we  forget  such  beings 
never  lived,  and  take  as  much  interest  in  their 
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doings  and  sayings  as  if  they  were  lifelike  repro- 
ductions of  historical  characters.  Was  there 
ever  a  love  scene  more  thrilling  than  that 
between  "  Siegmund  "  and  "  Sieglinde  ?  "  It 
represents  the  gradations  of  the  love  of  two 
souls  from  its  first  awakening  to  its  rapturous 
greeting  in  full  self-consciousness.  No  one  stops 
to  think  during  that  impassioned  scene  that  the 
close  relationship  between  "  Siegmund "  and 
"Sieglinde"  would  in  these  days  have  been  a  bar 
to  their  legal  union.  For  all  we  know,  in  those 
moments  when  the  impassioned  music  of  that 
scene  whirls  us  away  in  its  resistless  current,  not 
a  drop  of  related  blood  courses  through  their 
veins.  This  is  a  sufficient  answer  to  the  sermons 
that  have  been  preached  against  the  immorality 
of  this  scene. 

Moreover,  as  it  is  by  no  means  dramatically  neces- 
sary that  "  Siegmund  "  and  "  Sieglinde"  should  be 
brother  and  sister,  those  who  hold  mythological  be. 
ings  to  as  strict  a  moral  accountability  as  they  do 
the  people  of  to-day  can  imagine  that  the  lovers 
were  strangers  or  second  cousins  or  anything  else 
— only  let  them  stop  preaching  sermons.  It  has 
been  said  that  we  could  not  be  interested  in  mytho- 
logical beings — that  "  The  Ring  of  the  Nibelung  " 
lacked  human  interest.  In  reply,  I  say  that  won- 
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derful  as  is  the  first  act  of  "  The  Valkyr,"  there 
is  nothing  in  it  to  compare  in  wild  and  lofty  beauty 
with  the  last  act  of  that  music-drama — especially 
the  scene  between  "  Brunnhilde  "  and  "  Wotan." 

That  there  are  faults  of  dramatic  construction 
in  "  The  Ring  of  the  Nibelungen  "  I  admit.  I 
have  not  hesitated  to  point  them  out.  But  there 
are  faults  of  construction  in  Shakespeare.  What 
would  be  the  critical  verdict  if  "  Hamlet "  were 
now  to  have  its  first  performance  in  the  exact 
form  in  which  Shakespeare  left  it  ?  With  all  its 
faults  of  dramatic  construction  "  The  Ring  of  the 
Nibelung  "  is  a  remarkable  drama,  full  of  life  and 
action  and  logically  developed,  the  events  leading 
up  to  superb  climaxes.  Wagner  was  doubly  in- 
spired. He  was  both  a  great  dramatist  and  a 
great  musician. 

The  chief  faults  of  dramatic  construction  of 
which  Wagner  was  guilty  in  "  The  Ring  of  the 
Nibelung"  are  certain  unduly  prolonged  scenes 
which  are  merely  episodical — that  is  unnecessary 
to  the  development  of  the  plot  so  that  they  delay 
the  action  and  weary  the  audience  to  a  point  which 
endangers  the  success  of  the  really  sublime  por- 
tions of  the  score.  Such  are  the  scenes  between 
"  Wotan  "  and  "  Fricka  "  and  "  Wotan  "  and 
"^Brunnhilde  "  in  the  second  act  of  the  "  Valkyr  "  ; 
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between  "  Wotan  "  and  "  Mime  "  in  the  first  act 
of  "  Siegfried  "  ;  between  "  Wotan  "  and  "  Erda  " 
in  the  third  act  of  "  Siegfried  "  ;  and  the  "  Norn  " 
scene  in  the  "  Dusk  of  the  Gods."  In  several  of 
these  scenes  there  is  a  great  amount  of  narrative* 
the  story  of  events  with  which  we  have  become 
familiar  being  retold  in  detail  although  some 
incidents  which  connect  the  plot  of  the  particular 
music-drama  with  that  of  the  preceding  one  are 
also  related.  But,  as  narrative  on  the  stage  makes 
little  impression,  and,  when  it  is  sung  perhaps 
none  at  all,  because  it  cannot  be  well  understood, 
it  would  seem  as  if  prefaces  to  the  libretti  could 
have  taken  the  place  of  these  narratives.  Certain 
it  is  that  these  long  drawn-out  scenes  did  more  to 
retard  the  popular  recognition  of  Wagner's  genius 
than  the  activity  of  hostile  critics  and  musicians. 
Still,  it  should  be  remembered  that  nowhere,  except 
at  Bayreuth,  are  these  music-dramas  given  as  they 
should  be,  and  that  they  were  composed  for  per- 
formance under  the  ideal  circumstances  which 
prevail  there.  At  Bayreuth  the  performances 
begin  in  the  afternoon  and  there  are  long  waits 
between  the  acts,  during  which  you  can  refresh 
yourself  by  a  stroll  or  by  the  more  mundane 
pleasures  of  the  table.  Then,  after  an  hour's 
relaxation  of  the  mind  and  of  the  sense  of  hearing, 
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you  are  ready  to  hear  another  act.  Under  these 
agreeable  conditions  the  faults  of  dramatic  con- 
struction are  not  fatigueing  because  one  remains 
sufficiently  fresh  to  enjoy  the  music  of  the  dramati- 
cally faulty  scenes.  Even  poor  old  "  Wotan's  " 
frequent  outbursts  of  grief  are  not  nearly  so  tedious 
as  they  are  when  the  "  Ring  "  is  performed  else- 
where than  at  Bayreuth. 

"  Wotan,"  except  in  the  noble  scene  with 
"  Brimnhilde  "  in  the  finale  of  "  The  Valkyr,"  is  a 
bore.  He  is  Wagner's  one  failure — and  Wagner's 
failure  was  on  as  colossal  a  scale  as  his  successes 
were.  "  Wotan  "  is  the  chief  of  the  gods,  a  race 
marked  out  by  fate  for  annihilation .  Walking  in  the 
shadow  of  impending  destruction  he  would,  one 
might  suppose,  bear  himself  with  a  certain  tragic 
dignity.  Instead  of  this,  however,  he  is  constantly 
bemoaning  his  fate  and  hence  strikes  one  as  con- 
temptible rather  than  as  tragic.  Moreover,  even 
if  his  outbursts  of  grief  were  tragic  instead  of 
ridiculous  and  wearisome,  we  could  hardly  clothe 
with  god-like  dignity  a  character  who  pursues  the 
female  sex — divine,  semi-divine  and  purely  human 
—with  the  persistency  of  a  mythological  Mormon 
and  has  reared  a  numerous  family  each  member 
of  which  would  probably  find  considerable  diffi' 
culty  in  identifying  his  or  her  mother. 
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But  if  "  Wotan  "  is  a  failure,  "  Brunnhilde  "  is 
on  the  other  hand  Wagner's  noblest  creation.  She 
takes  upon  herself  the  sins  of  the  gods  and  the 
Nibelungs  and  by  her  expiation  frees  the  world 
from  the  curse  of  lust  for  wealth  and  power.  She 
is  a  perfect  dramatic  incarnation  of  the  profound 
and  beautiful  metaphysical  argument  upon  which 
the  plot  of  the  "  Ring  of  the  Nibelung  "  is  based. 


THE    RHINEGOLD. 


|N  "  The  Rhinegold "  we  meet  with 
supernatural  beings  of  German  mytho- 
logy— the  Rhine -daughters  "  Wog- 
linde,"  "  Wellgunde  "  and  "  FJosshilde," 
whose  duty  it  is  to  guard  the  precious  Rhinegold  ; 
"  Wotan,"  the  chief  of  the  Gods ,  his  spouse 
"  Fricka  ;  "  "  Loge,"  the  God  of  Fire  (the  diplomat 
of  Walhalla) ;  "  Freia,"  the  Goddess  of  Youth 
and  Beauty;  her  brothers  "Donner"  and 
"  Froh ;  "  "Erda,"  the  all-wise  woman;  the 
giants  "  Fafner  "  and  "  Fasolt ;  M  "  Alberich  " 
and  "  Mime"  of  the.  race  of  Nibelungs,  cunning, 
treacherous  gnomes  who  dwell  in  Nibelheim  in 
the  bowels  of  the  earth. 

The  first  scene  of  "  Rhinegold  "  is  laid  on  the 
Rhine,  where  the  Rhinedaughters  guard  the  Rhine- 
gold. 

The  work  opens  with  a  wonderfully  descriptive 
prelude,  which  depicts  with  marvelous  art  (mar- 


2O  "  THE    RHINEGOLD. 

vellous  because  so  simple),  the  transition  from  the 
quietude  of  the  water-depths  to  the  wavy  life  of 
the  Rhinedaughters.  The  double  basses  intone 
E  flat.  Only  this  note  is  heard  during  four  bars. 
Then  three  contra  bassoons  add  a  B  flat.  The 
chord,  thus  formed,  sounds  until  the  I36th  bar. 
With  the  sixteenth  bar  there  flows  over  this 
seemingly  immovable  triad,  as  the  current  of  a 
river  flows  over  its  immovable  bed,  the  MOTIVE 
OF  THE  RHINE  : 


i. 


A  horn  intones  this  Motive.  Then  one  horn 
after  another  takes  it  up  until  its  wave-like  tones 
are  heard  on  the  eight  horns.  On  the  flowing 
accompaniment  of  the  'cellos  the  Motive  is  carried 
to  the  woodwind.  It  rises  higher  and  higher,  the 
other  strings  successively  joining  in  the  accompani- 
ment, which  now  flows  on  in  gentle  undulations 
until  the  Motive  is  heard  on  the  high  notes  of  the 
woodwind,  while  the  violins  have  joined  in  the 
accompaniment.  When  the  theme  thus  seems  to 
have  stirred  the  waters  from  their  depth  to  their 
surface  the  curtain  rises. 

The  scene  shows  the  bed  and  flowing  waters  of 
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the  Rhine,  the  light  of  day  reaching  the  depths 
only  as  a  greenish  twilight.  The  current  flows  on 
over  rugged  rocks  and  through  dark  chasms. 

"  Woglinde  "  is  circling  gracefully  around  the 
central  ridge  of  rock.  To  an  accompaniment  as 
wavy  as  the  waters  through  which  she  swims,  she 
sings  the  much- discussed 

VVeia  !  Waga  !  Woge,  du  Welle, 
Walle  zur  Wiege  !  Wagala  weia  ! 
Wallala,  Weiala  weia ! 

Some  of  these  words  belong  to  what  may  be 
termed  the  language  of  the  Rhinedaughters. 
Looked  at  in  print  they  seem  odd,  perhaps  even 
ridiculous.  When,  however,  they  are  sung  to  the 
melody  of  the  Rhinedaughters  they  have  a  wavy 
grace  which  is  simply  entrancing.  The  Motive  to 
which  they  are  sung  I  call  the  "  Motive  of  the 
Rhinedaughters." 


Weia    Waga  !  Wo-  ge,    du    Wei  -  le,    wai  -  le    zur    Wiege  ! 


Wa-  ga  -  la  -  wei  -  a !    wal-  la  -  la,    wei  -  a 

In  wavy  sport  the  Rhinedaughters  dart  from 
cliff  to  cliff.  Meanwhile  "  Alberich  "  has  clam- 
bered from  the  depths  up  to  one  of  the  cliffs,  and 
watches,  while  standing  in  its  shadow,  the  gambols 
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of  the  Rhinedaughters.  As  he  speaks  to  them 
there  is  a  momentary  harshness  in  the  music, 
whose  flowing  rhythm  is  broken.  Characteristi- 
cally descriptive  of  his  discomfiture  is  the  music 
when,  in  futile  endeavours  to  clamber  up  to  them, 
he  inveighs  against  the  "  slippery  slime  "  which 
causes  him  to  lose  his  foothold. 

When  after  "  Woglinde,"  "Wellgunde"  and 
Flosshilde  "  have  in  turn  gambolled  almost  with- 
in his  reach,  only  to  dart  away  again,  he  curses 
his  own  weakness,  you  hear  the  MOTIVE  OF  THE 
NIBELUNG'S  SERVITUDE. 


Swimming  high  above  him  the  Rhinedaughters 
incite  him  with  gleeful  cries  to  chase  them. 
"  Alberich  "  tries  to  ascend,  but  always  slips  and 
falls  back.  Finally,  beside  himself  with  rage,  he 
threatens  them  with  clenched  fist.  The  music  ac- 
companying this  threat  is  in  the  typical  rhythm  of 
the  Nibelung  Motive. 

"  Alberich's  "  gaze  is  attracted  and  held  by  a 
glow  which  suddenly  pervades  the  waves  above 
him  and  increases  until  from  the  highest  point  of 
the  central  cliff  a  bright,  golden  ray  shoots  through 
the  water.  Amid  the  shimmering  accompaniment 


"THE  RHINEGOLD." 


23 


of  the  violins  is  heard  on  the  horn  the  RHINEGOLD 
MOTIVE. 


With  shouts  of  triumph  the  Rhinedaughters 
swim  around  the  rock.  Their  cry,  "Rhinegold," 
is  a  characteristic  motive,  heard  again  later  in  the 
cycle,  and  the  new  accompanying  figure  on 'the 
violins  may  also  be  noted,  as  later  on  further 
reference  to  it  will  be  necessary.  THE  RHINE- 
DAUGHTERS'  SHOUT  OF  TRIUMPH  and  the  accom- 
paniment to  it  are  as  follows  : 


Hei 


ja   .    hei 


As  the  river  glitters  with  golden  light  the  Rhine- 
gold  Motive  rings  out  brilliantly  on  the  trumpet. 
The  Nibelung  is  fascinated  by  the  sheen.  The 
Rhinedaughters  gossip  with  one  another,  and 
"  Alberich"  thus  learns  that  the  light  is  that  o 
the  Rhinegold,  and  that  whoever  shapeth  a  ring 
from  this  gold  will  become  invested  with  great 
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power.     Then  is  heard  THE  RING  MOTIVE  in  the 
woodwind  : 


When  "  Flosshilde  "  bids  her  sisters  cease  their 
prattle,  lest  some  sinister  foe  should  overhear  therr^ 
the  music  which  accompanied  "  Alberich's  "  threat 
in  the  typical  Nibelung  rhythm  re-appears  for  an 
instant. 

"  Wellgunde  "  and  "  Woglinde  "  ridicule  their 
sister's  anxiety,  saying  that  no  one  would  care  to 
filch  the  gold,  because  it  would  give  power  only  to 
him  who  abjures  or  renounces  love.  The  darkly 
prophetic  MOTIVE  OF  THE  RENUNCIATION  OF  LOVE 
is  heard  here.  It  is  sung  by  "  Woglinde :  " 


As  "  Alberich  "  reflects  on  the  words  of  the 
Rhinedaughters  the  Ring  Motive  occurs  both  in 
voice  and  orchestra  in  mysterious  pianissimo  (like 
an  echo  of  "  Alberich's  "  sinister  thoughts),  and  is 
followed  by  the  Motive  of  Renunciation.  Then 
is  heard  the  sharp,  decisive  rhythm  of  the  Nibe- 
lung Motive,  and  "Alberich  "  fiercely  springs  over 
to  the  central  rock.  The  Rhinedaughters  scream 
and  dart  away  in  different  directions.  The 
threatening  measures  of  the  Nibelung — this  time 
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loud  and  relentless — and  "  Alberich  "  has  reached 
the  summit  of  the  highest  cliff. 

"  Hark,  ye  floods  !  Love  I  renounce  forever  !  " 
he  cries,  and  amid  the  crash  of  the  Rhinegold 
Motive  he  seizes  the  gold  and  disappears  in  the 
depths.  With  screams  of  terror  the  Rhine- 
daughters  dive  after  the  robber  through  the  dark- 
ened water,  guided  by  "  Alberich's  "  shrill,  mocking 
laugh.  Waters  and  rocks  sink  ;  as  they  disappear, 
the  billowy  accompaniment  sinks  lower  and  lower 
in  the  orchestra.  Above  it  rises  once  more  the 
Motive  of  Renunciation.  The  ring  Motive  is 
heard,  and  then  as  the  waves  change  into  nebulous 
clouds  the  billowy  accompaniment  rises  pianissimo 
until,  with  a  repetition  of  the  Ring  Motive,  the 
action  passes  to  the  second  scene.  One  crime  has 
already  been  committed — the  theft  of  the  Rhine- 
gold  by  "  Alberich."  How  that  crime  and  the 
ring  which  he  shapes  from  the  gold  inspire  other 
crimes  is  told  in  the  course  of  the  following  scenes 
of  "  Rhinegold."  Hence  the  significance  of  the 
Ring  Motive  as  a  connecting  link  between  the  first 
and  second  scenes. 

SCENE  II. 

The  dawn  illumines  a  castle  with  glittering 
turrets  on  a  rocky  height  at  the  back.  Through 
a  deep  valley  between  this  and  the  foreground  the 
Rhine  flows. 
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With   the   opening  of    the    second   scene  the 
stately  Walhalla  Motive  is  heard. 


U«"^ 


.  This  is  a  motive  of  superb  beauty.  It  greets  us 
again  and  again  in  "  Rhinegold  "  and  frequently  in 
the  later  music-dramas  of  the  cycle.  Yet  often  as 
it  occurs,  one  hears  it  with  ever-growing  admira- 
tion. Walhalla  is  the  dwelling  of  gods  and  heroes, 
and  its  motive  is  divinely  and  heroically  beautiful. 
Though  it  is  essentially  broad  and  stately  it  often 
assumes  a  tender  mood,  like  the  chivalric  gentle- 
ness which  every  true  hero  feels  toward  woman. 
Thus  it  is  at  the  opening  of  the  second  scene,  for 
here  this  motive,  which  when  played  forte  or 
fortissimo  is  one  of  the  stateliest  of  musical 
inspirations,  is  marked  piano  and  molto  dolce.  In 
crescendo  and  decrescendo  it  rises  and  falls, 
as  rises  and  falls  with  each  breath  the  bosom 
of  the  beautiful  "  Fricka,"  who  slumbers  at 
"  Wotan's"  side. 

As  "  Fricka "  awakens  her  eyes  fall  on  the 
castle.  In  her  surprise  she  calls  to  her  spouse. 
"  Wotan  "  dreams  on,  the  Ring  Motive,  and  later 
the  Walhalla  Motive  being  heard  in  the  orchestra, 
for  with  the  ring  "Wotan"  is  finally  to  com- 
pensate the  Giants  for  building  Walhalla.  As  he 
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opens  his  eyes  and  sees  the  castle  you  hear  the 
"  Spear  Motive,"  which  is  a  characteristic  varia- 
tion of  the  "  Motive  of  Compact"  (No.  9).  For 
"  Wotan  "  should  enforce,  if  needful,  the  compacts 
of  the  Gods  with  his  spear. 

"  Wotan  "  sings  of  the  glory  of  Walhalla.  All 
through  his  apostrophe  resounds  the  Walhalla 
Motive.  "Fricka  "  reminds  him  that  he  has  made 
a  compact  with  the  Giants  to  deliver  over  to  them 
for  their  work  in  building  WTalhalla,  "  Freia,"  the 
Goddess  of  Youth  and  Beauty.  This  introduces 
on  the  'cellos  and  double  basses  the  MOTIVE 
OF  COMPACT. 


A  theme  more  expressive  of  the  binding  force 
of  law  it  is  impossible  to  conceive.  It  has  the 
inherent  dignity  and  power  of  the  idea  of  justice. 

Then  follows  a  little  domestic  spat  between 
"  Wotan  "  and  "  Fricka,"  "  Wotan  "  claiming  that 
"  Fricka  "  was  as  anxious  as  he  to  have  Walhalla 
built,  and  "  Fricka"  answering  that  she  desired 
to  have  it  erected  in  order  to  persuade  "  Wotan  " 
to  lead  a  more  domestic  life.  At  "  Fricka's " 
words, 

"  Halls,  bright  and  gleaming," 

the   FRICKA  MOTIVE  is  heard   for  the  first   time. 
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It  is  a  caressing  motive  of  much  grace  and  beauty, 


It  is  also  prominent  in  "  Wotan's  "  reply  imme- 
diately following.  When  "  Wotan  "  tells  "  Fricka  " 
that  he  never  intended  to  really  give  up  "  Freia" 
to  the  Giants,  chromatics,  like  little  tongues  of 
fire,  appear  in  the  accompaniment.  They  are 
suggestive  of  the  "  Loge "  Motive,  for  with  the 
aid  of  Loge,  "  Wotan  "  hopes  to  trick  the  Giants. 
"  Then  save  her  at  once !  "  calls  "  Fricka,"  as 
•'  Freia  "  enters  in  hasty  flight.  At  this  point  is 
heard  the  first  bar  of  the  Freia  Motive  combined 
with  the  Flight  Motive.  The  MOTIVE  OF  FLIGHT 
is  as  follows : 


The  following  is  the  FREIA  MOTIVE  : 


I2.K3^S 


r 


£ 


I  give  it  here  already  in  full  for  convenient  re- 
ference. With  "  Freia's  "  exclamations  that  the 
Giants  are  pursuing  her  the  first  suggestion  of  the 
Giant  Motive  appears,  and  as  these  "  great,  hulk- 
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ing    fellows "    enter,   the  heavy,    clumsy   GIANT 
MOTIVE  is  heard  in  its  entirety  : 

IJ3J 


"  Fasolt  "  and  "  Fafner  "  have  come  to  demand 
that  "Wotan"  deliver  up  to  them  "  Freia," 
according  to  his  promise  when  they  agreed  to 
build  Walhalla  for  him.  In  the  ensuing  scene,  in 
which  "  Wotan  "  parleys  with  the  giants,  the 
Giant  Motive,  the  Walhalla  Motive,  the  Motive 
of  the  Compact  and  the  first  bar  of  the  Freia 
Motive  figure  until  "  Fasolt's  "  threatening  words : 

"  Peace  wane  when  you  break  your  compact," 
when  there  is  heard  a  version  of  the  Motive  of 
Compact  characteristic  enough  to  be  distinguished 
as  the  MOTIVE  OF  COMPACT  WITH  THE  GIANTS  : 


14. 


The  Walhalla,  Giant  and  Freia  motives  again 
are  heard  until  "  Fafner"  speaks  of  the  golden 
apples  which  grow  in  "  Freia's  "  garden.  These 
golden  apples  are  the  fruit  of  which  the  gods  par- 
take in  order  to  enjoy  eternal  youth.  The  Motive 
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of  Eternal  Youth,  which  now  appears,  is  one  of 
the  loveliest  in  the  cycle.  It  seems  as  though 
age  could  not  wither  it,  nor  custom  stale  its  in- 
finite variety.  Its  first  bar  is  reminiscent  of  the 
Ring  Motive  (No.  6),  for  there  is  subtle  relation- 
ship between  the  Golden  Apples  of  "  Freia  "  and 
the  Rhinegold.  This  is  the  MOTIVE  OF  ETERNAL 
YOUTH  : 


15. 


It  is  finely  combined  with  the  Giant  Motive  at 
"  Fafner's  "  words  : 

"Let  her  forthwith  be  torn  from  them  all." 

"Froh"  and  "  Donner,"  "  Freia's  "  brothers, 
enter  hastily  to  save  their  sister.  As  "  Froh  " 
clasps  her  in  his  arms,  while  "  Donner  "  confronts 
the  Giants,  the  Motive  of  Eternal  Youth  rings  out 
triumphantly  on  the  horns  and  woodwind. 

But  "  Freia's  "  hope  is  short-lived.  The  Motive 
of  the  Compact  with  the  Giants,  with  its  weighty 
import,  resounds  as  "  Wotan  "  stretches  his  spear 
between  the  hostile  groups.  For  though  "  Wotan  " 
desires  to  keep  "  Freia  "  in  Walhalla,  he  dare  not 
offend  the  Giants;  But  at  this  critical  moment  he 
sees  his  cunning  adviser,  "  Loge,"  approaching. 
These  are  "Loge's  "  characteristic  motives  :  LOGE 
MOTIVE  : 
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MAGIC  FIRE  MOTIVE  : 


They  are  heard  throughout  the  ensuing  scene, 
in  which  "Wotan"  upbraids  "  Loge "  for  not 
having  discovered  something  which  the  Giants 
would  be  willing  to  accept  as  a  substitute  for 
{<  Freia."  "Loge"  says  he  has  travelled  the 
world  over  without  finding  aught  that  would  com- 
pensate man  for  the  renunciation  of  a  lovely 
woman.  At  this  point  is  heard  the  Motive  of 
Renunciation.  Then  follows  "Loge's"  narrative 
of  his  wanderings.  With  great  cunning  he  in- 
tends to  tell  "  Wotan  "  of  the  theft  of  the  Rhine- 
gold  and  of  the  wondrous  worth  of  a  ring  shaped 
from  the  gold  in  order  to  incite  the  listening  Giants 
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to  ask  for  it  as  a  compensation  for  giving  up 
"  Freia."  Hence  Wagner,  as  "  Loge  "  begins  his 
narrative,  has  blended,  with  a  marvellous  sense  of 
musical  beauty  and  dramatic  fitness,  two  phrases  : 
the  Freia  Motive  and  the  accompaniment  to  the 
Rhine  daughters'  shout  of  triumph  in  the  first 
scene.  Whoever  will  turn  to  the  vocal-piano 
score,  will  find  the  Freia  Motive  in  the  treble  and 
the  somewhat  simplified  accompaniment  to  the 
cry  "  Rhinegold  "  in  the  bass.  This  music  con- 
tinues until  "  Loge  "  says  that  he  discovered  but 
one  (namely,  "  Alberich  ")  who  was  willing  to  re- 
nounce love.  Then  the  Rhinegold  Motive  is 
sounded  tristly  in  a  minor  key,  and  immediately 
afterward  is  heard  the  Motive  of  Renunciation. 

"  Loge"  next  tells  how  "  Alberich  "  stole  the 
gold.  All  through  this  portion  of  the  narrative 
are  heard,  in  the  accompaniment,  reminiscences 
of  the  motives  of  the  first  scene.  It  should  be 
noticed  that  when  "  Loge  "  gives  "  Wotan  "  the 
message  of  the  Rhinedaughters,  that  the  chief  of 
the  gods  wrest  the  gold  from  "  Alberich  "  and  re- 
store it  to  them,  the  Rhinegold  Motive  rings  out 
brilliantly  in  a  major  key  (C  major).  "Loge" 
has  already  excited  the  curiosity  of  the  Giants, 
and  when  "  Fafner  "  ask  him  what  power  "  Albe- 
rich "  will  gain  through  the  possession  of  the  gold, 
he  dwells  upon  the  magical  attributes  of  the 
ring  shaped  from  Rhinegold.  As  "Wotan" 
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ponders  over  "  Loge's  "  words  the  Ring  Motive  is 
heard,  for  "  Wotan "  is  planning  how  he  may 
possess  himself  of  the  ring.  With  true  knowledge 
of  human,  and  especially  of  feminine  nature, 
Wagner  makes  "  Fricka  "  ask  if  articles  of  jewelry 
could  be  made  of  gold.  As  "  Loge  "  tells  her  that 
the  possession  of  the  ring  will  insure  "  Wotan's  " 
fidelity  to  her  and  that  "  Alberich's  "  Nibelungs 
are  at  that  moment  forging  a  ring  of  the  Rhine- 
gold,  he  sings  the  Fricka  Motive  ("  Fricka  "  being 
the  guardian  of  marriage-fidelity),  while  when  he 
refers  to  the  Nibelungs  there  is  heard  for  the  first 
time  the  Nibelung  Motive.  (The  Nibelung  Motive 
will  be  found  (No.  18)  at  the  point  when  it  assumes 
its  due  prominence  in  the  score,  viz.,  in  the  Nibel- 
heim  scene).  "  Wotan  "  is  evidently  strongly  bent 
on  wresting  the  gold  from  "  Alberich  "  and  retain- 
ing it  in  his  own  possession  instead  of  restoring  it 
to  the  Rhinedaughters,  for,  as  he  stands  wrapt  in 
meditation,  the  Rhinegold  Motive  is  heard  in  a 
minor  key,  and  as  he  asks  "  Loge''  how  he  may 
shape  the  gold  into  a  ring  we  have  the  Ring  Motive. 
"Loge"  tells  "Wotan"  that  "Alberich"  has 
abjured  love  and  already  forged  the  ring.  Here 
the  Motive  of  Renunciation  is  sounded  with  a 
harsh  power  expressive  of  "  Alberich's"  tyranny, 
which  we  are  soon  to  witness. 

"  Loge's  "  diplomacy  is  beginning  to  bear  results. 
"Fafner"   tells   "  Fasolt "   that    he    deems    the 
c 


34  "THE  RHINEGOLD." 

possession  of  the  gold  more  important  than  "Freia." 
Notice  here  how  the  Freia  motive,  so  prominent 
when  the  Giants  insisted  on  her  as  their  compensa- 
tion, is  relegated  to  the  bass,  and  how  the  Rhine- 
gold  Motive  breaks  in  upon  the  Motive  of  Eternal 
Youth  as  "  Fafner  "  and  "  Fasolt "  again  advance 
toward  "  Wotan,"  for  they  now  request  "  Wotan  " 
to  wrest  the  gold  from  "  Alberich  "  and  give  it  to 
them  as  ransom  for  "  Freia."  "  Wotan  "  refuses, 
and  the  Giants,  having  proclaimed  that  they  will 
give  "  Wotan  "  until  evening  to  determine  upon 
his  course,  seize  "  Freia  "  and  drag  her  away. 
Here  the  music  is  highly  descriptive.  Pallor 
settles  upon  the  faces  of  the  gods ;  they  seem  to 
have  grown  older.  Alas,  they  are  already  affected 
by  the  absence  of  "  Freia,"  the  Goddess  of  Youth, 
whose  motives  are  but  palely  reflected  by  the 
orchestra,  as  "  Loge,"  with  cunning  alarm,  explains 
the  cause  of  the  gods'  distress;  until  "Wotan" 
proclaims  that  he  will  go  with  "  Loge  "  to  Nibel- 
heim. 

"  Loge  "  disappears  down  a  crevice  in  the  side 
of  the  rock.  From  it  a  sulphurous  vapor  at  once 
issues.  W7hen  "  Wotan  "  has  followed  "  Loge" 
into  the  cleft  the  vapor  fills  the  stage  and  conceals 
the  remaining  characters.  The  vapors  thicken  to 
a  black  cloud,  continually  rising  upward,  until 
rocky  chasms  are  seen.  These  have  an  upward 
motion,  so  that  the  stage  appears  to  be  sinking 
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deeper  and  deeper.  During  this  transformation 
scene  there  is  an  orchestral  interlude.  First  is  heard 
the  Loge  Motive,  four  times  interrupted  by  the 
Motive  of  Renunciation  ;  the  Motive  of  Servitude  is 
heard  during  four  bars.  Then,  with  a  molto  vivace  the 
orchestra  dashes  into  the  Motive  of  Fight.  Twice 
the  Ring  and  Rhinegold  motives  are  heard,  the 
latter  appearing  the  second  time  with  the  typical 
NIBELUNG  MOTIVE  expressive  of  the  enslaved 
Nibelungs  constantly  working  at  the  forge. 
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The  motive  accompanies  for  sixteen  bars,  during 
eight  of  which  the  rhythm  is  emphasized  by  the 
anvils  on  the  stage,  a  broad  expansion  of  the 
Flight  Motive.  Meanwhile  from  various  distant 
quarters  ruddy  gleams  of  light  illumine  the  chasms, 
and  when  the  Flight  Motive  has  died  away,  only 
the  increasing  clangor  of  the  smithies  is  heard 
from  all  directions.  Gradually  the  sound  of  the 
anvils  grows  fainter  ;  and,  as  the  Ring  Motive 
resounds  like  a  shout  of  malicious  triumph  (ex- 
pressive of  "Alberich's  "  malignant  joy  at  his 
possession  of  power),  there  is  seen  a  subterranean 
cavern  apparently  of  illimitable  depth,  from  which 
narrow  shafts  lead  in  all  directions. 
SCENE  III. 

At  the  beginning  of  the  third  scene  we   hear 
again    the    measures    heard    when    "Alberich" 
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chased  the  Rhine  daughters.  "Alberich"  enters 
from  a  side  cleft,  dragging  after  him  the  shrieking 
"  Mime."  The  latter  lets  fall  the  helmet  which 
"  Alberich  "  at  once  seizes.  It  is  the  tarnhelmet, 
made  of  Rhinegold,  the  wearing  of  which  enables 
the  owner  to  become  invisible  or  assume  any 
shape.  As  "  Alberich"  closely  examines  the 
tarnhelmet  its  motive  is  heard.  This  is  the 
MOTIVE  OF  THE  TARNHELMET  : 

To  test  its  power  "Alberich"  puts  it  on  and 
changes  into  a  column  of  vapour.  He  asks  "  Mime" 
if  he  is  visible,  and  when  "  Mime  "  answers  in  the 
negative  "  Alberich"  cries  out  shrilly,  "  Then  feel 
me  instead,"  at  the  same  time  making  poor 
"Mime"  writhe  under  the  blows  of  a  visible 
scourge. 

"  Alberich  "  then  departs — still  in  the  form  of  a 
vaporous  column — to  announce  to  the  Nibelungs 
that  they  are  henceforth  his  slavish  subjects. 
"  Mime "  cowers  down  with  fear  and  pain. 
"Wotan"  and  "Loge"  enter  from  one  of  the 
upper  shafts.  "  Mime  "  tells  them  how  "  Alberich  " 
has  become  all-powerful  through  the  ring  and  the 
tarnhelmet  made  of  the  Rhinegold.  The  motives 
occuring  in  "  Mime's  "  narrative  are  the  Nibelung^ 
Servitude  and  Ring  Motives,  the  latter  in  the 
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terse,  malignantly  powerful  form  in  which  it 
occured  just  before  the  opening  of  the  third  scene. 
Then  "  Alberich,"  who  has  taken  off  the  tarn- 
helmet  and  hung  it  from  his  girdle,  is  seen  in  the 
distance,  driving  a  crowd  of  Nibelungs  before  him 
from  the  caves  below.  They  are  laden  with  gold 
and  silver,  which  he  forces  them  to  pile  up  in  one 
place  and  so  form  a  hoard.  He  suddenly  perceives 
"  Wotan  "  and  "  Loge."  After  abusing  "  Mime  " 
for  permitting  strangers  to  enter  Nibelheim,  he 
commands  the  Nibelungs  to  descend  again  into 
the  caverns  in  search  of  new  treasure  for  him. 
They  hesitate.  You  hear  the  Ring  Motive.  "  Al- 
berich" draws  the  ring  from  his  finger,  stretches  it 
threateningly  toward  the  Nibelungs  and  commands 
them  to  obey  the  ring's  master. 

The  Nibelungs  disperse  in  headlong  flight  and 
with  "Mime"  rush  back  into  the  cavernous 
recesses.  "Alberich"  looks  with  mistrust  upon 
"Wotan"  and  "Loge."  He  asks  them  what 
they  seek  in  Nibelheim.  "Wotan  "  tells  him  they 
have  heard  reports  of  his  extraordinary  power  and 
have  come  to  ascertain  if  they  are  true.  After 
some  parleying  the  Nibelung  points  to  the  hoard, 
saying :  It  is  the  merest  heap  compared  to  the 
mountain  of  treasure  to  which  it  shall  rise."  Here 
appears  part  of  the  RISING  HOARD  MOTIVE  (page 
137,  line  4),  which  in  its  complete  form  is  as 
follows  : 
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"  Alberich  "  boasts  that  the  whole  world  will 
come  under  his  sway  (you  hear  the  Ring  Motive), 
that  the  gods  who  now  laugh  and  love  in  the 
enjoyment  of  youth  and  beauty  will  become  sub- 
ject to  him  (you  hear  the  Freia  Motive) ;  for  he 
has  abjured  love  (you  hear  the  Motive  of  Renun- 
ciation). Hence,  even  the  gods  in  Walhalla  shall 
dread  him  (you  hear  a  variation  of  the  Walhalla 
Motive),  and  he  bids  them  beware  of  the  time  when 
the  night-begotten  host  of  the  Nibelungs  shall  rise 
from  Nibelheim  into  the  realm  of  daylight  (you 
hear  the  Rhinegold  Motive  followed  by  the 
Walhalla  Motive,  for  it  is  through  the  power 
gained  by  the  Rhinegold  that  Alberich  hopes  to 
possess  himself  of  Walhalla).  "  Loge  "  cunningly 
flatters  "  Alberich,"  and  when  the  latter  tells  him 
of  the  Tarnhelmet  feigns  disbelief  of  "  Alberich's" 
statements.  "  Alberich,"  to  prove  their  truth, 
puts  on  the  helmet  and  transforms  himself  into  a 
huge  serpent.  The  Serpent  Motive  expresses  the 
windings  and  writhings  of  the  monster. 

The  serpent  vanishes  and  "  Alberich  "  re-appears. 
When  "  Loge  "  doubts  if  "  Alberich  "  can  trans- 
form himself  into  something  very  small,  the  Nibe- 
lung  changes  into  a  toad.  Now  is  "Loge's" 
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chance.  He  calls  to  "Wotan"  to  set  his  foot 
on  the  toad.  As  "Wotan"  does  so,  "Loge" 
puts  his  hand  to  its  head  and  seizes  the  Tarn- 
helm.  "  Alberich  "  is  seen  writhing  under  "  Wo- 
tan's"  foot.  "Loge"  binds  "Alberich";  both 
seize  him,  drag  him  to  the  shaft  from  which  they 
descended  and  disappear  ascending.  The  scene 
now  changes  in  the  reverse  direction  to  that  in 
which  it  changed  when  "Wotan"  and  «  Loge  " 
were  descending  to  Nibelheim.  The  orchestra 
accompanies  the  change  of  scene.  The  Ring 
Motive  dies  away  from  crashing  fortissimo  to 
piano,  to  be  succeeded  by  the  dark  Motive  of 
Renunciation.  Then  is  heard  the  clangor  of  the 
Nibelung  smithies,  and  amid  it  the  Motive  of 
Flight  in  its  broadly-expanded  form.  The  Giant, 
Walhalla,  Loge  and  Servitude  Motive  follow,  the 
last  with  crushing  force  as  "  Wotan  "  and  "  Loge  " 
emerge  from  the  cleft,  dragging  the  pinioned 
"  Alberich  "  with  them.  His  lease  of  power  was 
brief.  He  is  again  in  a  condition  cf  servitude. 

SCENE  IV. 

A  pale  mist  still  veils  the  prospect  as  at  the  end 
of  the  second  scene.  "  Loge  "  and  "  Wotan  " 
place  "Alberich"  on  the  ground  and  "Loge" 
dances  around  the  pinioned  Nibelung,  mockingly 
snapping  his  fingers  at  the  prisoner.  "  Wotan  " 
joins  "Loge"  in  his  mockery  of  "Alberich." 
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The  Nibelung  asks  what  he  must  give  for  his 
freedom.  "  Your  hoard  and  your  glittering  gold," 
is  "  Wotan's  "  answer.  "  Alberich  "  assents  to 
the  ransom  and  "  Loge  "  frees  the  gnome's  right 
hand,  "  Alberich  "  raises  the  ring  to  his  lips  and 
murmurs  a  secret  behest.  The  Nibelung  Motive 
is  heard,  combined  at  first  with  the  Motive  of  the 
Rising  Hoard,  then  with  the  Motive  of  Servitude 
and  later  with  both.  This  combination  of  the 
three  Motives  will  be  found  on  page  165,  line  2, 
last  bar  ;  the  Motive  of  Servitude  being  played  in 
the  right  hand,  the  other  two  in  the  left.  These 
three  Motives  continue  prominent  as  long  as 
the  Nibelungs  emerge  from  the  cleft  and  heap 
up  the  hoard.  Then,  as  "Alberich"  stretches 
out  the  Ring  toward  them,  they  rush  in  terror 
toward  the  cleft,  into  which  they  disappear. 
"  Alberich "  now  asks  for  his  freedom,  but 
41  Loge "  throws  the  Tarnhelmet  on  to  the 
heap.  "Wotan"  further  demands  that  "  Albe- 
rich "  also  give  up  the  ring.  At  these  words  dis- 
may and  terror  are  depicted  on  "  Alberich's " 
face.  He  had  hoped  to  save  the  ring,  but  in  vain. 
"  Wotan  "  tears  it  from  the  gnome's  finger.  Then 
"  Alberich,"  impelled  by  hate  and  rage,  curses  the 
ring.  The  MOTIVE  OF  THE  CURSE  is  as  follows : 

To  it  should  be  added  the  syncopated  measures 
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expressive   of  the    threatening    and    ever-active 
NIBELUNGS'  HATE  : 


Amid  the  heavy  thuds  of  the  Motive  of  Servi- 
tude "  Alberich  "  vanishes  in  the  cleft. 

The  mist  begins  to  rise.  It  grows  lighter.  The 
Giant  Motive  and  the  Motive  of  Eternal  Youth 
are  heard,  for  the  giants  are  approaching  with 
"  Freia."  "  Donner  "  "  Froh  "  and  "  Fricka  " 
hasten  to  greet  "  Wotan."  "  Fasolt "  and  "  Fafner  " 
enter  with  "  Freia."  It  has  grown  clear,  except 
that  the  mist  still  hides  the  distant  castle. 
"  Freia's  "  presence  seems  to  have  restored  youth 
to  the  gods.  While  the  Motive  of  the  Giant 
Compact  resounds,  "  Fasolt  "  asks  for  the  ranson 
for  "Freia."  "Wotan"  points  to  the  hoard. 
With  staves  the  giants  measure  off  a  space  of  the 
height  and  breadth  of  "  Freia."  That  space 
must  be  filled  out  with  treasure. 

"  Loge  "  and  "  Froh  "  pile  up  the  hoard,  but 
the  giants  are  not  satisfied  even  when  the  Tarn- 
helmet  has  been  added. 

They  wish  also  the  ring  to  fill  out  a  crevice. 
"  Wotan  "  turns  in  anger  away  from  them.  A 
bluish  light  glimmers  in  the  rocky  cleft  to  the 
right,  and  through  it  "  Erda "  rises  to  half  her 
height.  She  warns  "Wotan"  against  retaining 
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possession  of  the  ring.  The  Motives  prominent 
during  the  action  preceding  the  appearance  of 
"  Erda "  will  be  readily  recognized.  They  are 
the  Giant  Compact  Motive  combined  with  the 
Nibeltmg  motive  (the  latter  combined  with  the 
Giant  Motive  and  Motive  of  the  Hoard)  and  the 
Ring  Motive,  which  breaks  in  upon  the  action 
with  tragic  force  as  "  Wotan  "  refuses  to  give  up 
the  ring  to  the  giants.  The  ERDA  MOTIVE  bears 
a  strong  resemblance  to  the  Rhine  Motive  : 


The  syncopated  notes  of  the  Nibelung's  male- 
volence, so  threateningly  indicative  of  the  harm 
which  "  Alberich  "  is  plotting,  are  also  heard  in 
"  Erda's"  warning  (page  193,  line  4.)  "  Wotan," 
heeding  her  words,  throws  the  ring  upon  the 
hoard.  The  giants  release  "  Freia,"  who  rushes 
joyfully  towards  the  gods.  Here  the  Freia  Motive, 
combined  with  the  Flight  Motive,  now  no  longer 
agitated  but  joyful,  rings  out  gleefully.  Soon 
these  motives  are  interrupted  by  the  Giant  and 
Nibelung  motives,  there  being  added  to  these 
later  the  Motive  of  the  Nibelungs'  Hate  and  the 
Ring  Motive.  "  Alberich's  "  curse  is  already  be- 
ginning its  dread  work.  The  giants  dispute  over  the 
spoils,  their  dispute  waxes  to  strife,  and  at  last 
"  Fafner  "  slays  "  Fasolt  "  and  snatches  the  ring 
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from  the  dying  giant.  As  the  gods  gaze  horror- 
stricken  upon  the  scene,  the  Curse  Motive  resounds 
with  crushing  force  (page  200,  line  3).  "Loge" 
congratulates  "  Wotan"  that  he  should  have  given 
up  the  curse-laden  ring.  His  words  are  accom- 
panied by  the  Motive  of  the  Nibelungs'  Hate. 
Yet  even  "  Fricka's "  caresses,  as  she  asks 
"  Wotan "  to  lead  her  into  Walhalla,  cannot 
divert  the  god's  mind  from  dark  thoughts,  and  the 
Curse  Motive  accompanies  his  gloomy,  curse- 
haunted  reflections. 

"Donner"  ascends  to  the  top  of  a  lofty  rock. 
He  gathers  the  mists  about  him  until  he  is  enve- 
loped by  a  black  cloud.  He  swings  his  hammer. 
There  is  a  flash  of  lightning,  a  crash  of  thunder, 
and  lo  !  the  cloud  vanishes.  A  rainbow  bridge 
spans  the  valley  to  Walhalla,  which  is  illumined 
by  the  setting  sun.  The  DONNER  MOTIVE  is  as 
follows : 


"  Wotan  "  eloquently  greets  Walhalla,  and  then, 
taking  "  Fricka  "  by  the  hand,  leads  the  proces- 
sion of  the  gods  into  the  castle. 

The  music  of  this  scene  is  of  wondrous  eloquence 
and  beauty.  Six  harps  are  added  to  the  ordinary 
orchestral  instruments,  and  as  the  variegated 
bridge  is  seen  their  arpeggios  shimmer  like  the 
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colours  of  the  rainbow  around  the  broad,  majestic 
RAINBOW  MOTIVE  : 


Then  the  stately  Walhalla  Motive  resounds  as 
the  gods  gaze,  lost  in  admiration,  at  the  Walhalla. 
It  gives  way  to  the  Ring  Motive  as  "  Wotan  " 
speaks  of  the  day's  ills  ;  and  then  as  he  is  inspired 
by  the  idea  of  begetting  a  race  of  demi-gods  to 
conquer  the  Nibelungs,  there  is  heard  for  the  first 
time  the  SWORD  MOTIVE. 

•\  ___^_ 
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But  the  cunning  "  Loge  "  knows  that  the  curse 
must  do  its  work,  even  if  not  until  the  distant 
future ;  and  hence  as  he  remains  in  the  foreground 
looking  after  the  gods,  the  Loge  and  Ring  Motives 
are  heard. 

The  cries  of  the  Rhinedaughters  greet  "  Wotan." 
They  beg  him  to  restore  the  ring  to  them.  But 
"  Wotan  "  is  deaf  to  their  entreaties.  He  pre- 
ferred to  give  the  ring  to  the  giants  rather  than 
forfeit  "  Freia." 

The  Walhalla  Motive  swells  to  a  majestic 
climax  and  the  gods  enter  the  castle.  Amid 
shimmering  arpeggios  the  Rainbow  Motive  re- 
sounds. The  gods  have  attained  the  height  of 
their  glory — but  the  Nibelung's  curse  is  still 
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potent,  and  it  will  bring  woe  upon  all  who  have 
possessed  or  will  possess  the  ring  until  it  is 
restored  to  the  Rhinedaughters.  "  Fasolt " 
was  only  the  first  victim  of  "  Alberich's" 
curse. 
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|OTAN'S  "  enjoyment  of  Walhalla  was 
destined  to  be  short-lived.  Filled 
with  dismay  by  the  death  of 
"  Fasolt  "  in  the  combat  of  the  Giants 
for  the  accursed  Ring,  and  impelled  by  a  dread 
presentiment  that  the  force  of  the  curse  would  be 
visited  upon  the  gods,  he  descended  from  Walhalla 
to  the  abode  of  the  allwise  woman,  "  Erda."  We 
must  assume  that  matrimonial  obligations  were 
not  strictly  enforced  among  the  gods.  It  may 
have  been  inferred  from  "  Fricka's "  anxiety  to 
have  Walhalla  built  in  order  to  induce  "  Wotan  " 
to  lead  a  more  domestic  life,  that  the  chief  god  was 
an  old  offender  against  the  marriage  vow,  for 
though  "Fricka"  was  the  guardian  goddess  of 
connubial  virtue,  she  does  not  seem  to  have  been 
able  to  hold  her  spouse  in  check.  To  say  the 


"THE    VALKYR."  47 

least,  the  chief  god  was  very  promiscuous  in  his 
attentions  to  the  gentler  sex.  Thus  his  visit  to 
"Erda,"  was  not  entirely  unremunerative,  for 
while  he  could  not  obtain  from  her  a  forecast 
of  the  future  of  the  gods,  she  bore  him  nine 
daughters.  These  were  the  Valkyrs,  headed  by 
"  Brunnhilde  " — the  wild  horsewomen  of  the  air, 
who  on  winged  steeds  bore  the  dead  heroes  to 
Walhalla,  the  warrior's  heaven.  With  the  aid  of 
the  Valkyrs  and  the  heroes  they  gathered  to 
Walhalla,  "  Wotan  "  hoped  to  repel  any  assault 
upon  his  castle  by  the  enemies  of  the  gods. 

But  though  the  host  of  heroes  grew  to  a  goodly 
number  the  terror  of  "  Alberich's  "  curse  still 
haunted  the  chief  of  the  gods.  He  might  have 
freed  himself  from  it  had  he  returned  the  ring  and 
Helmet  made  of  Rhinegold,  to  the  Rhinedaughters 
from  whom  "  Alberich "  filched  it ;  but  in  his 
desire  to  persuade  the  giants  to  relinquish  "Freia," 
whom  he  had  promised  to  them  as  a  reward  for 
building  Walhalla,  he,  having  wrested  the  Ring 
from  "  Alberich  "  gave  it  to  the  giants  instead  of 
returning  it  to  the  Rhinedaughters.  He  saw  the 
giants  contending  for  the  possession  of  the  Ring 
and  saw  "  Fasolt  "slain — the  first  victim  of 
"  Alberich's "  curse.  He  knows  that  the  giant 
"  Fafner,"  having  assumed  the  shape  of  a  huge 
serpent,  now  guards  theNibelung  treasure,  which 
includes  the  Ring  and  the  Tarnhelmet,  in  a  cave 
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in  the  heart  of  a  dense  forest.  How  shall  the 
Rhinegold  be  restored  to  the  Rhinedaughters? 

"  Wotan  "  hopes  that  this  may  be  consummated 
by  a  human  hero,  who  free  from  the  lust  for  power 
which  obtains  among  the  gods,  shall  with  a  sword 
of"Wotan's"  own  forging,  slay  "  Fafner,"  gain 
possession  of  the  Rhinegold  and  restore  it  to  its 
rightful  owners,  thus  righting  "  Wotan's"  guilty 
act  and  freeing  the  gods  from  the  curse.  To 
accomplish  this  "  Wotan,"  in  human  guise  as 
Walse  begets  in  wedlock  with  a  woman  the  twins 
"  Siegmund  "  and  "  Sieglinde."  How  the  curse  of 
"  Alberich  "  is  visited  upon  these  is  related  in 
«  The  Valkyr." 

The  dramatis  persona  in  "The  Valkyr"  are  "Briinn- 
hilde "  and  her  eight  sister  valkyrs,  "  Fricka," 
"  Sieglinde,"  "  Siegmund,"  "  Hunding,"  (the  hus- 
band of  "  Sieglinde  ")  and  ^Wotan."  The  action 
begins  after  the  marriage  of  "  Sieglinde  "  to 
"  Hunding."  The  earlier  events  in  the  lives  of 
the  two  Walsings  we  learn  of  in  the  narratives  of 
"  Siegmund  "  and  "  Wotan  "  respectively  in  the 
first  and  second  acts  of  "The  Valkyr."  Of  course, 
the  Walsings  are  in  ignorance  of  the  divinity  of 
their  father.  They  know  him  only  as  Walse. 

ACT  I. 

The  introduction  to  "The  Valkyr"  is  very 
different  in  character  from  that  to  "  The  Rhine- 
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gold."  In  that  the  Rhine  flowing  peacefully  to- 
ward the  sea  and  the  innocent  gambols  of  the 
Rhinedaughters  were  musically  depicted.  But 
"  The  Valkyr  "  opens  in  storm  and  stress.  It  is 
as  though  the  peace  and  happiness  of  the  first 
scene  of  the  cycle  had  vanished  from  the  earth 
with  "Alberich's"  abjuration  of  love, his  theft  of  the 
gold  and  "  Wotan's  "  equally  treacherous  crime. 
This  vorspiel  is  a  masterly  representation  in  tone  of 
a  storm  gathering  for  its  last  infuriated  onslaught. 
There  is  majestic  force  in  its  climax.  The  ele- 
ments are  unloosed.  The  wind  swoops  through 
the  forest.  Lightning  flashes  in  jagged  streaks 
across  the  black  heavens.  There  is  a  crash  of 
thunder  and  the  storm  has  spent  its  force. 

Two  leading  motives  are  employed  in  this  in 
troduction.  They  are  the  STORM  MOTIVE  and  the- 
DONNER  MOTIVE  (No.  24).  The  STORM  MOTIVE 
(page  i,  line  i)  is  as  follows  : 


J  j= 
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These  themes  are  as  elementary  as  that  of  the 
Fifth  Symphony.  From  the  theme  of  that  symp- 
hony Beethoven  developed  a  work  which  by  many 
is  considered  his  grandest.  Similarly  Wagner  has 
composed,  with  the  use  of  only  the  two  motives 
named,  the  most  stupendous  storm  music  we 
have—  not  even  expecting  the  storm  of  the 
D 
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Pastorale.  I  call  the  attention  of  those  who  still 
labour  under  the  error  that  Wagner's  methods 
are  obscure  and  involved  to  the  vorspiel  to  "  The 
Valkyr." 

In  the  early  portion  of  this  vorspiel  only  the 
string  instruments  are  used.  Gradually  the  in- 
strumentation grows  more  powerful.  With  the 
climax  we  haxe  a  tremendous  /  /  on  the  contra 
tuba  and  two  tympani,  followed  by  the  crash  of 
the  Donner  Motive  on  the  wind  instruments. 

The  storm  then  gradually  dies  away.  Before  it 
has  quite  passed  over,  the  curtain  rises,  revealing 
the  large  hall  of  "  Hunding's  "  dwelling.  This  hall 
is  built  around  a  huge  ash-tree,  whose  trunk  and 
branches  pierce  the  roof,  over  which  the  foliage 
is  supposed  to  spread.  There  are  walls  of  rough- 
hewn  boards,  here  and  there  hung  with  large 
plaited  and  woven  hangings.  In  the  right  fore- 
ground is  a  large  open  hearth  ;  back  of  it 
in  a  recess  is  the  larder,  separated  from  the  hall 
by  a  woven  hanging,  half  draun.  In  the  back- 
ground is  a  large  door.  A  few  steps  in  the  left 
foreground  lead  up  to  the  door  of  an  inner  room. 
The  furniture  of  the  hall  is  primitive  and  rude. 
It  consists  chiefly  of  a  table,  bench  and  stools  in 
front  of  the  ash-tree.  Only  the  light  of  the  fire 
on  the  hearth  illumines  the  room  ;  though  occa- 
sionally its  fitful  gleam  is  slightly  intensified  by  a 
distant  flash  of  lightning  from  the  departing  storm. 
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The  door  in  the  background  is  opened  from 
without.  "  Siegmund,"  supporting  himself  with 
his  hand  on  the  bolt,  stands  in  the  entrance.  He 
seems  exhausted.  His  appearance  is  that  of  a 
fugitive  who  has  reached  the  limit  of  his  powers 
of  endurance.  Seeing  no  one  in  the  hall,  he 
staggers  toward  the  hearth  and  sinks  upon  a 
bearskin  rug  before  it,  with  the  exclamation  : 

"  Whose  hearth  this  may  be, 
Here  I  must  rest  me." 

In  an  Italian  opera  we  should  probably  have 
had  at  this  point  a  very  amusing  illustration  of 
the  total  disregard  for  dramatic  fitness  which 
characterizes  the  old-fashioned  opera.  "  Sieg- 
mund," though  supposed  to  be  exhausted  by  his 
flight  through  the  storm,  would  have  had  strength 
enough  left  to  stand  near  the  foot-lights  and  sing 
an  aria  with  the  regulation  bravura  passages,  and 
if  he  got  enough  applause,  to  sing  it  over  again. 
Then  only  would  he  sink  down  upon  the  rug  ex- 
hausted, but  whether  from  singing  or  from  his 
flight  through  the  storm  we  should  be  unable 
to  say.  Wagner's  treatment  of  this  scene  is 
masterly.  As  "  Siegmund  "  stands  in  the  entrance 
we  hear  the  SIEGMUND  MOTIVE  (page  5,  line  5) ;. 


This  is  a  sad,  weary  strain  on  'cellos  and  basses 
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It  seems  the  wearier  for  the  burden  of  an  accom- 
panying figure  on  the  horns,  beneath  which  it 
seems  to  stagger  as  "  Siegmund  "  staggers  toward 
the  hearth.  Thus  the  music  not  only  reflects 
"  Siegmund's  "  weary  mien,  but  accompanies  most 
graphically  his  weary  gait.  Perhaps  Wagner's 
intention  was  more  metaphysical.  Maybe  the 
burden  beneath  which  the  Siegmund  Motive 
staggers  is  the  curse  of  "  Alberich."  It  is  certainly 
(as  we  shall  see)  through  that  curse  that  "  Seig- 
mund's  "  life  has  been  one  of  storm  and  stress. 

When  the  storm-beaten  Walsung  has  sunk  upon 
the  rug  the  Siegmund  Motive  is  followed  by  the 
Storm  Motive,  pp — and  the  storm  has  died  away. 
The  door  of  the  room  to  the  left  opens  and 
"  Sieglinde  "  appears.  She  has  heard  some  one 
enter,  and  thinking  her  husband  has  returned 
has  come  into  the  hall  to  meet  him.  Seeing  a 
stranger  stretched  upon  the  bearskin  rug  she 
approaches  and  bends  compassionately  over  him. 

Her  compassionate  action  is  accompanied  by 
a  new  motive,  which  by  Wagner's  commentators 
has  been  entitled  the  Motive  of  Compassion.  But 
it  seems  to  me  to  have  a  further  meaning  as 
expressing  the  sympathy  between  two  souls,  a 
tie  so  subtle  that  it  is  at  first  invisible  even  to 
those  whom  it  unites.  "  Siegmund  "  and  "  Sieg- 
linde," it  will  be  remembered,  belong  to  the 
same  race ;  and  though  they  are  at  this  point 
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of  the  action  unknown  to  one  another,  yet,  as 
"  Sieglinde,"  bends  over  the  hunted,  storm-beaten 
"  Siegmund,"  that  subtle  sympathy  causes  her  to 
regard  him  with  more  solicitude  than  would  be 
awakened  by  any  other  unfortunate  stranger. 
Hence  I  have  called  this  motive  the  MOTIVE  OF 
SYMPATHY — taking  sympathy  in  its  double  mean- 
ing of  compassion  and  affinity  of  feeling  : 


The  beauty  of  this  brief  phrase  is  enhanced  by 
its  unpretentiousness.  It  wells  up  from  the 
orchestra  as  spontaneously  as  pity  mingled  with 
sympathetic  sorrow  wells  up  from  the  heart  of  a 
gentle  woman.  As  it  is  "Siegmund"  who  has 
awakened  these  feelings  in  "  Sieglinde,"  the 
Motive  of  Sympathy  is  heard  simultaneously  with 
the  Siegmund  Motive  (page  7,  line  4). 

"  Siegmund,"  suddenly  raising  his  head,  ejacu- 
lates, "  Water,  water!"  "Sieglinde"  hastily 
snatches  up  a  drinking-horn  and,  having  quickly 
filled  it  at  a  spring  near  the  house,  swiftly  returns 
and  hands  it  to "  Siegmund."  As  though  new 
hope  were  engendered  in  "  Siegmund's  ''  breast 
by  "  Sieglinde's"  gentle  ministration  the  Siegmund 
Motive  rises  higher  and  higher,  gathering  passion 
in  its  upward  sweep  and  then,  combined  again 
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with  the  Motive  of  Sympathy,  sinks  to  an  expres- 
sion of  heartfelt  gratitude.  This  passage  is  scored 
entirely  for  strings.  Yet  no  composer,  except 
Wagner,  has  evoked  from  a  full  orchestra  sounds 
richer  or  more  sensuously  beautiful  (page  8,  lines 
3  and  4.) 

"  Siegmund  "  drinks,  and  then  hands  the  drink- 
ing-horn back  to  "  Sieglinde."  As  his  look  falls 
upon  her  features  he  regards  them  with  growing 
interest.  That  strange  presentiment  of  affinity  is 
awakened  in  his  breast.  But  in  him,  the  siorm- 
beaten  fugitive,  the  emotion  called  forth  by 
"  Sieglinde's  "  gentle  acts  is  deeper  than  sympathy 
of  feeling.  We  hear  versions  of  the  Siegmund 
Motive  and  the  Motive  of  Flight  (No.  n).  But 
the  former  is  no  longer  weary  and  despairing,  nor 
the  latter  precipitate.  It  seems  as  though 
"  Siegmund,"  having  found  a  haven  of  rest,  were 
recalling  his  life's  vicissitudes  with  that  feeling  of 
sadness 

u  Which  is  not  akin  to  pain, 

And  resembles  sorrow  only 
As  the  mist  resembles  rain." 

These  reminiscences  are  followed  by  the  LOVE 
MOTIVE,  one  of  the  most  tenderly  expressive 
phrases  ever  penned  (page  9,  line  3) : 
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The  melody  in  the  entire  passage  (that  is,  in  the 
version  of  the  Siegmund  and  Flight  Motives  and  in 
the  Love  Motive)  is  played  by  a  single  'cello,  and 
thus  is  invested  with  a  mournful  beauty  which  seems 
the  musical  expression  of  the  thought  in  the  lines 
from  Longfellow  I  have  just  quoted. 

The  version  of  the  Motive  of  Flight  preceding 
the  Love  Motive  is  as  follows : 


The  Love  Motive  is  the  mainspring  of  this  act. 
For  this  act  tells  the  story  of  love  from  its  inception 
to  its  consummation.  Similarly  in  the  course  of 
this  act  the  Love  Motive  rises  by  degrees  of 
intensity  from  an  expression  of  the  first  tender 
presentiment  of  affection  to  the  very  ecstasy  of 
love. 

"  Siegmund  "  asks  with  whom  he  has  found 
shelter,  "  Sieglinde  "  replies  that  the  house  is 
"  Hunding's,"  and  she  his  wife,  and  requests 
"  Siegmund"  to  await  her  husband's  return. 

"  Weaponless  am  I  : 

The  wounded  guest, 
He  will  surely  give  shelter," 

is  "  Siegmund's  "  reply.  With  anxious  celerity. 
"Sieglinde"  asks  him  to  show  her  his  wounds. 
But  refreshed  by  the  draught  of  cool  spring 
water  and  with  hope  revived  by  her  sympathetic 
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presence,  he  gathers  force  and,  raising  himself  to 
a  sitting  posture,  exclaims  that  his  wounds  are 
but  slight  ;  his  frame  is  still  firm,  and  had  sword 
and  shield  been  half  so  firm  he  would  not  have 
fled  from  his  foes.  His  strength  was  spent  in 
flight  through  the  storm  ;  but  the  night  that  sank 
on  his  vision  has  yielded  again  to  the  sunshine  of 
"  Sieglinde's  "  presence. 

At  these  words  the  Motive  of  Symphony  rises 
like  a  sweet  hope.  "  Sieglinde  "  fills  the  drinking- 
horn  with  mead  and  offers  it  to  "  Siegmund."  He 
asks  her  to  take  the  first  sip.  She  does  so  and 
then  hands  it  to  him.  His  eyes  rest  upon  her 
while  he  drinks.  As  he  returns  the  drinking-horn 
to  her  there  are  traces  of  deep  emotion  in  his  mien. 
He  sighs  and  gloomily  bows  his  head.  The  action 
at  this  point  is  most  expressively  accompanied  by 
the  orchestra.  Specially  noteworthy  are  an 
impassioned  upward  sweep  of  the  Motive  of  Sym- 
pathy as  "  Siegmund"  regards  "  Sieglinde"  with 
traces  of  deep  emotion  in  his  mien ;  the  Motive 
of  Flight  as  he  sighs,  thinking  perhaps  that  mis- 
fortune will  soon  part  them  ;  and  the  sad,  weary 
Siegmund  Motive  as  he  bows  his  head  (page  12, 
line  4;  page  13,  lines  i  and  2). 

In  a  voice  trembling  with  emotion,  "  Siegmund  " 
tells  her  that  she  has  harboured  one  whom  mis- 
fortune follows  whithersoever  he,  wends  his  foot- 
steps. Lest  misfortune  should  through  him  enter 
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her  dwelling  he  will  depart.  With  firm,  deter- 
mined strides  he  has  reached  the  door,  when 
"  Sieglinde,"  forgetting  all  in  her  growing  passion, 
calls  after  him : 

Then  tarry  here ! 
Not  bringest  thou  woe  thither 
Where  sorrow  already  reigns. 

Upon  "  Sieglinde,"  as  one  of  the  Walsung  race, 
rests  the  curse  of  "  Alberich."  Her  words  are  fol- 
lowed by  a  phrase  freighted  with  woe,  the  Motive 
of  the  Walsung  Race  or  the  WALSUNG  MOTIVE 
(page  15,  line  i)  : 


Like  the  Siegmund  Motive  it  is  intoned  by  the 
'cellos  and  basses. 

Siegmund  turns  and  gazes  searchingly  into  her 
features.  Sadly,  and  as  though  shamed  by  her  out- 
burst of  feeling,  she  lets  her  eyes  sink  toward  the 
ground.  "  Siegmund  "  returns.  He  leans  against 
the  hearth.  His  calm,  steady  gaze  rests  upon  her. 
She  slowly  raises  her  eyes  to  his.  In  long  silence 
and  with  deep  emotion  they  regard  each  other.  In 
the  musical  accompaniment  to  this  scene  several 
motives  are  very  effectively  combined.  Its  basis 
is  appropriately  formed  by  the  Walsung  Motive. 
Over  this  rises  the  Motive  of  Sympathy.  We  then 
hear  the  Walsung  and  Flight  Motives  combined  ; 
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next  the  Love  Motive,  and  finally  the  Siegmund 
Motive. 

"  Sieglinde  "  is  the  first  to  start  from  the  reverie. 
She  hears  "  Hunding  "  leading  his  horse  to  the  stall. 
The  music  suddenly  changes  in  character.  Like 
a  premonition  of  "Hunding's"  entrance  we  hear  the 
HUNDING  MOTIVE,//.  Then  as  "Hunding,"  armed 
with  spear  and  shield,  stands  upon  the  threshold, 
this  HUNDING  MOTIVE — as  dark,  forbidding  and 
portentous  of  woe  to  the  two  Walsungs  as  "  Hund- 
ing's "  sombre  visage — resounds  with  dread  power 
on  the  tubas  (page  16,  line  3) : 


Calmly  and  firmly  "  Siegmund  "  meets  "  Hund- 
ing's" scrutiny.  "  Sieglinde  "  tells  her  husband 
that  she  found  "  Siegmund  "  exhausted  near 
the  hearth  and  refreshed  him  with  mead.  "  Hund- 
ing" bids  her  prepare  the  meal.  He  does  this 
with  a  semblance  of  graciousness  (page  17, 
lines  4  (last  bar)  and  5,  and  page  18,  line  i). 
While  preparing  the  meal  "  Sieglinde's  "  glance 
gain  and  again  wanders  over  to  "  Sieg- 
mund." "  Hunding,"  scanning  the  stranger's 
features,  detects  in  them  a  resemblance  to  those  of 
"  Sieglinde."  "  How  like  unto  her!"  he  mutters 
to  himself,  his  words  being  followed  by  the  motive 
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of  Compact  (No.  9) — for  "  Wotan's  "  surrender  of 
the  Rhinegold  to  the  giants  in  order  to  thus  fulfil 
his  compact  with  them  for  building  Walhalla 
necessitated  the  creation  of  the  Walsung  race, 
through  a  scion  of  which  "  Wotan  "  hopes  to  see 
the  Rhinegold  restored  to  the  Rhinedaughters. 

The  table  is  spread.  The  three  seat  themselves. 
"  Hunding  "  questions  "  Siegmund  "  as  to  his  name. 
"  Siegmund "  gazes  thoughtfully  before  him. 
"  Sieglinde  "  regards  him  with  noticeable  interest. 
"  Hunding  "  who  has  observed  both,  bids  "  Sieg- 
mund "  gratify  "  Sieglinde's  "  curiosity,  and  she 
little  suspecting  her  husband's  thoughts,  urges 
"  Siegmund"  to  tell  his  story.  "  Siegmund  "  in 
the  narrative  which  follows  conceals  his  identity 
and  that  of  his  father,  evidently  through  fear  that 
"  Hunding  "  may  be  one  of  the  numerous  enemies 
of  the  Walsungs.  He  calls  himself  Woeful  and 
his  father  Wolf.  He  tells  how  one  day  in  his  boy- 
hood, after  hunting  with  his  father,  they  returned 
to  find  their  dwelling  in  ashes,  his  mother's  corpse 
among  the  ruins  and  no  trace  of  his  twin  sister. 
Hunted  by  enemies,  he  and  his  father  lived  a  wild 
life  in  the  forest  until  in  one  of  the  combats  they 
were  separated.  In  vain  he  sought  for  a  trace  of 
his  father.  He  found  only  a  wild  wolf's  fur.* 

*  At  this  point  you  hear  the  Walhalla  Motive,  No.  8, 
for  the  father  was  none  other  than  "  Wotan,"  known  to 
his  human  descendants  only  as  Walse.  In ' '  Wotan's  " 
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11  Siegmund  "  sought  to  mingle  with  men  and 
women,  but  wherever  he  went  misfortune  and 
strife  followed  him.  His  last  combat  was  in  behalf 
of  a  maiden  whose  brothers  were  forcing  her  to  wed 
a  man  she  loved  not.  He  defended  her  till  shield 
and  sword  were  in  splinters.  Then  he  fled,  reach- 
ing "  Hunding's  "  house  when  almost  dead  from 
exhaustion. 

The  story  of  "Siegmund"  is  told  in  melo- 
dious recitative.  It  is  not  a  melody  in  the  old- 
fashioned  meaning  of  the  term,  but  it  fairly  teems 
with  melodiousness.  It  will  have  been  observed 
that  incidents  very  different  in  kind  are  related  by 
"  Siegmund."  It  would  be  impossible  to  treat 
this  narrative  with  sufficient  variety  of  expression 
in  a  melody.  But  in  Wagner's  melodious  recitative 
the  musical  phrases  reflect  every  incident  narrated 
by  "  Siegmund."  For  instance,  when  "  Siegmund" 
tells  how  he  went  hunting  with  his  father  there 
is  joyous  freshness  and  abandon  in  the  music 
which,  however,  suddenly  sinks  to  sadness  as  he 
narrates  how  they  returned  and  found  the  Walsung 
dwelling  devastated  by  enemies.  We  hear  also 
the  Hunding  Motive  at  this  point,  which  thus 
indicates  that  those  who  brought  this  misfortune 
upon  the  Walsungs  were  none  other  than  "  Hund- 

narrative  in  the  next  act  it  will  be  found  that"  Wotan" 
purposely  created  these  misfortunes  for  "  Siegmund  '•  in 
order  to  strengthen  him  for  his  task. 
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ing"  and  his  kinsmen.  As  "Siegmund"  tells 
how,  when  he  was  separated  from  his  father,  he 
sought  to  mingle  with  men  and  women  you  hear 
the  Love  Motive,  while  his  description  of  his 
latest  combat  is  accompanied  by  the  rhythm  of 
the  Hunding  Motive.  Those  whom  "  Siegmund" 
slew  were  "Hunding's"  kinsmen.  Thus  "  Sieg- 
mund's  "  dark  fate  has  driven  him  to  seek  shelter 
in  the  house  of  the  very  man  who  is  the  arch- 
enemy of  his  race  and  is  bound  by  the  laws  of  kin- 
ship to  avenge  on  "  Siegmund  "  the  death  of  kins- 
men. These  are  some  of  the  salient  points  of 
"  Siegmund's  "  narrative  concerning  which  more 
might  be  written.  To  me  this  portion  of  the  score, 
whether  we  consider  it  in  connection  with  the 
words,  or  as  pure  music,  has  far  more  value  than 
other  more  popular  passages,  for  instance,  "  Sieg- 
mund's "  Love-song ;  though  for  some  years  to 
come  probably  the  mass  of  the  public  will  continue 
to  regard  the  latter  as  the  "  gem  of  the  opera." 

As  "  Siegmund "  concludes  his  narrative  the 
Walsung  Motive  is  heard.  Gazing  with  ardent 
longing  toward  "Sieglinde,"  he  says  : 

Now  know'st  thou,  questioning  wife, 
Why  "  Peaceful  "  is  not  my  name. 

These  words  are  sung  to  a  lovely  phrase.  Then, 
as  "  Siegmund "  rises  and  strides  over  to  the 
hearth  while  "  Sieglinde,''  pale  and  deeply  affected 
by  his  tale,  bows  her  head,  there  is  heard  on  the 
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horns,  bassoons,  violas  and  'cellos  a  motive  ex- 
pressive of  the  heroic  fortitude  of  the  Walsungs  in 
struggling  against  their  fate.  It  is  the  MOTIVE  OF 
THE  WALSUNGS'  HEROISM  (page  32,  line  2) : 





It  is  followed  by  an  effective  variation  of  the 
Walsung  Motive,  the  whole  concluding  beautifully 
with  the  phrase  last  sung  by  "  Siegmund." 

"  Hunding's "  sombre  visage  darkens  more 
deeply  as  he  rises.  His  were  the  kinsmen  of  the 
woman  for  whom  "  Siegmund  "  fought.  The  laws 
of  hospitality  make  it  imperative  that  he  should 
give  the  Walsung  shelter  for  that  night,  but  he 
bids  "  Siegmund "  be  ready  for  combat  in  the 
morn.  He  commands  "Sieglinde"  to  prepare 
his  night-draught.  She  is  seen  to  throw  spices 
into  the  horn.  As  she  is  about  to  enter  the  inner 
chamber  she  turns  her  eyes  longingly  upon  the 
weaponless  "  Siegmund "  and,  having  attracted 
his  attention,  fixes  her  gaze  significantly  upon  a 
spot  on  the  trunk  of  the  ash-tree.  As  her  look 
falls  upon  the  tree  the  SWORD  MOTIVE  (26)  is  heard. 

When  "Hunding"  has  followed  "Sieglinde," 
"Siegmund"  sinks  down  upon  the  bearskin  near 
the  hearth  and  broods  over  his  fate.  His  gloomy 
thoughts  are  accompanied  by  the  threatening 
rhythm  of  the  Hunding  Motive  and  the  Sword 


"THE   VALKYR."  63 

Motive  in  a>  minor .  key,  for  Siegmund "  is  still 
weaponless.  When  giving  vent  to  his  thoughts,  he 
exclaims : 

A  sword  my  father  did  promise  1 

the  Motive  of  Compact  is  heard.  But  the  promise 
appears  to  have  been  delusive  and  so  the  Compact 
Motive  soon  loses  itself  in  the  threatening  rhythm 
of  the  Hunding  Motive.  With  the  strength  of 
desperation  "  Siegmund  "  invokes  Walse' s  aid. 
He  cries  : 

Walse  !  Walse  !  Where  is  thy  sword  ? 

The  sword  Motive  rings  out  like  a  shout  of 
triumph.  The  embers  of  the  fire  collapse.  In  the 
glare  that  for  a  moment  falls  upon  the  ash-tree  the 
hilt  of  a  sword  whose  blade  is  buried  in  the  trunk 
of  the  tree  is  discernible  at  the  point  upon  which 
11  Sieglinde's  "  look  last  rested.  While  the  Motive 
of  the  Sword  gently  rises  and  falls,  like  the  coming 
and  going  of  a  lovely  memory,  "  Siegmund " 
apostrophizes  the  sheen  as  the  reflection  of 
"Sieglinde's"  glance.  The  embers  die  out. 
Night  falls  upon  the  scene.  But  in  "Siegmund's" 
thoughts  the  memory  of  that  pitying,  loving  look 
glimmers  on. 

The  Motive  of  Sympathy  hastening  like  quick 
footsteps — and  "  Sieglinde  "  is  by  "  Siegmund's  " 
side.  She  has  given  "  Hunding "  a  sleeping 
potion.  She  will  point  out  a  weapon  to  "  Sieg- 
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mund  " — a  sword.  If  he  can  wield  it  she  will  call 
him  the  greatest  hero,  for  only  the  mightest  can 
wield  it.  The  music  quickens  with  the  subdued 
excitement  in  the  breasts  of  the  two  Walsungs. 
You  hear  the  Sword  Motive,  and  above  it,  on 
horns,  clarinet  and  oboe,  a  new  motive — that  of 
the  WALSUNGS'  CALL  TO  VICTORY  (page  44,  line  i)  : 
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for  "  Sieglinde  "  hopes  that  with  the  sword  the 
stranger,  who  has  awakened  so  quickly  love  in 
her  breast,  will  overcome  "  Hunding."  This 
motive  has  a  resistless,  onward  sweep.  "Sieg- 
linde," amid  the  strains  of  the  stately  Walhalla 
Motive,  followed  by  the  Sword  Motive,  narrates 
the  story  of  the  sword.  While  *  Hunding  "  and 
his  kinsmen  were  feasting  in  honour  of  her  forced 
marriage  with  him,  an  aged  stranger  entered  the 
hall.  The  men  knew  him  not  and  shrank  from 
his  fiery  glance.  But  upon  her  his  look  rested 
with  tender  compassion.  With  a  mighty  thrust 
he  buried  a  sword  up  to  its  hilt  in  the  trunk  of  the 
ash-tree.  Whoever  drew  it  from  its  sheath  to  him 
it  should  belong.  The  stranger  went  his  way. 
One  after  another  the  strong  men  tugged  at  the 
hilt — but  in  vain.  Then  she  knew  who  the  aged 
stranger  was  and  for  whom  the  sword  was  destined. 
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The  Sword  Motive  rings  out  like  a  joyous  shout, 
and  "Sieglinde's"  voice  mingles  with  the  trium- 
phant notes  of  the  Walsungs'  Call  to  Victory  as 
she  turns  to  "  Siegmund  :  " 

Oh,  I  found  in  thee 
The  friend  in  need  ! 

The  Motive  of  the  Walsungs'  heroism,  now  no 
longer  full  of  tragic  import,  but  forceful  and  defiant 
—  and  "  Siegmund  "  holds  "  Sieglinde  "  in  his 
embrace.  There  is  a  rush  of  wind.  The  woven 
hangings  flap  and  fall.  As  the  lovers  turn,  a 
glorious  sight  greets  their  eyes.  The  landscape  is 
illumined  by  the  moon.  Its  silver  sheen  flows 
down  the  hills  and  quivers  along  the  meadows 
whose  grasses  tremble  in  the  breeze.  All  nature 
seems  to  be  throbbing  in  unison  with  the  hearts 
of  the  lovers.  The  voices  of  spring  —  the  season 
when  love  opens  like  the  buds  —  are  whispered  to 
"Siegmund"  by  the  orchestra,  and  as  he  hears. 
them  he  greets  "  Sieglinde  "  with  the  LOVE  SONG 


The  Love  Motive,  impassioned,  irresistible, 
sweeps  through  the  harmonies  —  and  Love  and 
Spring  are  united.  The  Love  Motive  also  pulsates 
through  "  Sieglinde's  "  ecstatic  reply  after  she  has 
given  herself  fully  up  to  "  Siegmund  "  in  the  Flight 
Motive  —  for  before  his  coming  her  woes  have  fled 
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as  winter  flies  before  the  coming  of  the  spring. 
With  "  Siegmund's"  exclamation  : 

Oh,  wondrous  vision ! 
Rapturous  woman  ! 

there  rises  from  the  orchestra  like  a  vision  of  love- 
liness the  Motive  of  Freia  (No.  12),  the  Venus  of 
German  mythology.  In  its  embrace  it  folds  this 
pulsating  theme,  which  throbs  on  like  a  long  love- 


kiss  until  it  seemingly  yields  to  the  blandishments 
of  this  caressing  phrase  : 

i          i 


This  throbbing,  pulsating,  caressing  music  is 
succeeded  by  a  moment  of  repose.  While  the 
Walhalla  Motive  is  heard  "Sieglinde"  gazes 
searchingly  into  "  Siegmund's  "  features.  They 
are  strangely  familiar  to  her.  The  Love  Motive 
weaves  itself  around  "  Siegmund's  "  words  as  he 
also  discovers  familiar  traces  in  "  Sieglinde's " 
mien.  "Sieglinde"  once  saw  her  face  reflected 
in  the  brook — it  seems  reflected  in  "  Siegmund's  " 
features.  She  has  heard  his  voice — it  was  when 
she  heard  the  echo  of  her  own  voice  in  the  forest. 
His  look  has  already  gleamed  upon  her — it  was 
when  the  stranger  gazed  upon  her  before  he 


"THE  VALKYR."  67 

thrust  the  sword  into  the  trunk  of  the  ash-tree.* 
Was  Wolf  really  his  father— is  Woeful  really  his 
name  ? 

"  Siegmund "  proclaims  that  his  father  was 
a  wolf  to  timid  foxes.  But  he  whose  glance 
gleamed  as  gleams  "  Sieglinde's "  glance  was 
Walse.  Then,  while  the  orchestra  fairly  seethes 
with  excitement,  "  Sieglinde,"  almost  beside  her- 
self, calls  jubilantly  to  him  who  came  to  her 
a  stranger  out  of  the  storm  : 

Was  Walse  thy  father, . 
And  art  thou  a  Walsung ! 
Thrust  he  for  thee 
His  sword  in  the  tree  1 
Then  let  me  name  thee 
As  I  love  thee — 
Siegmund,  I  call  thee  ! 

"Siegmund  "  leaps  upon  the  table.  The  Motive 
of  the  Walsungs'  Heroism  rings  out  in  defiance 
of  the  enemies  of  the  race.  The  Sword  Motive — 
and  he  has  grasped  the  hilt ;  the  Motive  of  Com- 
pact, ominous  of  the  fatality  which  hangs  over 
the  Walsungs ;  the  Motive  of  Renunciation,  with 
its  threatening  import ;  then  the  Sword  Motive — 
brilliant  like  the  glitter  of  refulgent  steel— and 


*  Notice  here  the  combination  of  Sword  and  Wal- 
sungs' Heroism  Motives,  followed  by  a  combination  of 
Sword  and  Walhalla  Motives 
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"  Siegmund  "  has  unsheathed  the  sword.  The 
Walsungs'  Call  to  Victory,  like  a  song  of  triumph  ; 
a  superb  upward  sweep  of  the  Sword  Motive  ;  the 
Love  Motive,  now  rushing  onward  in  the  very 
ecstasy  of  passion,  and  "  Siegmund  "  holds  in  his 
embrace  "  Sieglinde" — sister  and  bride  ! 

ACT  II. 

"The  Vorspiel :  "  With  an  upward  rush  of  the 
Sword  Motive,  resolved  into  9-8  time,  the  orchestra 
dashes  into  the  Flight  Motive.  The  Sword 
Motive  in  this  9-8  rhythm  closely  resembles  the 
Motive  of  the  Valkyrs'  Ride  (No  37)  and  the 
Flight  Motive  in  the  version  in  which  it  appears 
is  much  like  the  Valkyrs'  Shout  (No.  36).  The 
Ride  and  the  Shout  are  heard  in  the  course  of 
the  vorspiel,  the  former  with  tremendous  force 
on  trumpets  and  trombones  as  the  curtain  rises 
upon  a  wild,  rocky  mountain  pass,  at  the  back  of 
which,  through  a  natural  rock-formed  arch,  a 
gorge  slopes  downward.  In  the  foreground  stands 
"  Wotan,"  armed  with  spear,  shield  and  helmet. 
Before  him  is  "  Briinnhilde  "  in  the  superb  costume 
of  the  Valkyrs.  The  stormy  spirit  of  the  Vorspiel 
pervades  the  music  of  "  Wotan's "  command  to 
"  Briinnhilde  "  that  she  bridle  her  steed  for  battle 
and  spur  it  to  the  fray  to  do  combat  for  "  Sieg- 
mund |"  against  "  Hunding."  "  Brunnhilde  " 
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greets  "Wotan's"    command   with   the  weirdly, 
joyous  SHOUT  OF  THE  VALKYRS  : 

Hojotoho !  Heiaha-ha  ! 

It  is  the  cry  of  the  wild  horsewomen  of  the  air, 
coursing  through  storm-clouds,  their  shields  flash- 
ing back  the  lightning,  their  voices  mingling  with 
the  shrieks  of  the  tempest.  Weirder,  wilder  joy 
has  never  found  expression  in  music.  The  tone- 
colours  employed  by  Wagner  are  so  graphic  that 
one  sees  the  streaming  manes  of  the  steeds  of  the 
air  and  the  streaks  of  lightning  playing  around 
their  riders,  and  hears  the  whistling  of  the  winds. 
It  is  a  marvellous  tone-picture,  equalled  only  by 
other  creations  of  its  creator  : 


The  accompanying  figure  is  based  on  the  Motive 
of  the  RIDE  OF  THE  VALKYRS: 
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"  Briinnhilde  "  having  leapt  from  rock  to  rock, 
to  the  highest  peak  of  the  mountain,  again  faces 
"  Wotan,"  and  with  delightful  banter  calls  to  him 
that  "  Fricka  "  is  approaching  in  her  ram-drawn 
chariot.  At  the  words  : 

Ha  !  how  she  wields  her  golden  scourge, 
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we  hear  a  version  of  the  Motive  of  Servitude  (No. 
3),  which  occurs  again  when  "  Fricka  "  has  ap- 
peared and  descended  from  her  chariot  and 
advances'.towards  "  Wotan, "!"  Briinnhilde"  having 
meanwhile  disappeared  behind  the  mountain 
height.  "  Wotan,"  through  his  guilt,  has  become 
the  slave  of  his  evil  conscience,  and  the  Motive  of 
Servitude  now  stands  for  the  remorseless  energy 
with  which  crime  pursues  its  perpetrator. 

The  ensuing  scene  between  "  Wotan "  and 
"  Fricka "  has  been  subjected  to  an  immense 
amount  of  criticism  and  ridicule.  Even  Wag- 
nerian  commentators  are  somewhat  timid  in  their 
references  to  it.  Von  Wolzogen  dismisses  it  with 
a  few  words.  It  is  therefore  with  some  pride  that 
I  point  to  an  American  criticism  which  is  justly 
appreciative.  I  refer  to  the  letters  which  Mr.  J. 
R.  G.  Hassard  contributed  from  Bayreuth  to  the 
"  Tribune  "  in  1 876.  The  lucidity  of  Mr.  Hassard's 
treatment  of  the  subject,  the  felicity  of  his  diction, 
his  thorough  comprehension  of  Wagner's  theory 
and  his  appreciation  of  its  artistic  beauty,  make 
these  letters  worthy  to  be  ranked  among  the  most 
important  contributions  to  the  musical  literature 
of  the  day.  This  scene  between  "  Wotan  "  and 
"  Fricka  "  Mr.  Hassard  calls  "  another  of  those 
great  dramatic  scenes,  full  of  fine  discriminations, 
of  forcible  declamation,  and  of  almost  illimitable 
su  ggestiveness,  which  alone  would  point  out 
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Wagner  as  the  greatest  of  writers  for  the  musical 
stage." 

The  plain  facts  concerning  this  scene  are  these : 
It  is  somewhat  long,  and  hence,  from  a  dramatic 
point  of  view,  perhaps  too  extended,  as  it  delays  the 
action.  But  if  it  may  be  partially  condemned 
dramatically,  it  must  be  entirely  and  unreservedly 
praised  musically.  Indeed  it  is  musically  so  fine 
that  to  an  intelligent  listener  all  sense  of  lengthi- 
ness  disappears.  "  Fricka  "  is  the  protector  of  the 
marriage  vow,  and  as  such  she  has  come  in  anger 
to  demand  from  "  Wotan  "  vengeance  in  behalf  of 
11  Hunding."  As  she  advances  hastily  toward 
"  Wotan,"  her  angry,  passionate  demeanour  is  re- 
flected by  the  orchestra,  and  this  effective  musical 
expression  of  "  Fricka's  "  ire  is  often  heard  in  the 
course  of  the  scene.  When  near  "  Wotan  "  she 
moderates  her  pace  and  her  angry  demeanour  gives 
way  to  sullen  dignity.  This  change  is  also  graphi- 
cally depicted  in  the  orchestra  in  a  phrase  based 
on  the  fourth  bar  of  the  "  Fricka  "  motive  (page 
89,  lines  2  (last  bar)  and  3). 

"  Wotan "  feigns  ignorance  of  the  cause  of 
"  Fricka's M  agitation  and  asks  what  it  is  that 
harasses  her.  Her,  reply  is  preceded  by  the  stern 
"  Hunding  "  motive.  She  tells  "  Wotan"  that 
she,  as  the  protectress  of  the  sanctity  of  the  mar- 
riage vow,  has  heard  "  Hunding's"  voice  calling 
for  vengeance  upon  the  Walsung  twins.  Her 
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words,  "  His  voice  for  vengeance  is  raised,"  are 
set  to  a  phrase  strongly  suggestive  of  "  Alberich's  ' 
curse.  It  seems  as  though  the  avenging  Nibelung 
were  pursuing  "  Wotan's "  children  and  thus 
striking  a  blow  at  "Wotan"  himself  through 
"  Fricka."  The  Love  motive  breathes  through 
"Wotan's"  protest  that  "Siegmund"  and 
"  Sieglinde  "  only  yielded  to  the  magic  of  the 
spring  night.  There  is  a  superbly  forceful  strain 
when  "  Wotan  "  exclaims  (page  91)  : 

For  when  strong  spirits  are  rampant 
I  rouse  them  ever  to  strife. 

The  wrathful  phrase  expressive  of  "  Fricka's  " 
anger,  heard  at  the  beginning  of  the  scene,  intro- 
duces her  invective  against  the  nuptial  union  of 
brother  and  sister  which  reaches  a  stormy  climax 
with  her  exclamation : 

When  was  it  heard  of, 
That  brother  and  sister 
Were  lovers  ? 

With  the  cool  impudence  of  a  nineteenth-cen- 
tury  husband,    who   is    bandying   words   into   a 
domestic  spat,  "  Wotan  "  replies  : 
Now  it's  been  heard  of! 

"  Wotan  "  argues  that  "  Siegmund  "  and  "  Sieg- 
linde "  are  true  lovers,  and  "Fricka"  should 
smile  instead  of  venting  her  wrath  on  them. 
The  motive  of  the  Love  Song,  the  Love  Motive 
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and  the  caressing  phrase  heard  in  the  love  scene 
are  beautifully  blended  with  "  Wotan's  "  words. 
In  strong  contrast  to  these  motives  is  the  music  in 
"  Fricka's  "  outburst  of  wrath,  introduced  by  the 
phrase  reflecting  her  ire,  which  is  repeated  several 
times  in  the  course  of  this  episode.  This  is  fol- 
lowed at  the  words. 

Why  mourn  I  thus  o'er  virtue  and  vows, 

by  a  phrase  which  has  a  touch  of  pathos,  for  she 
is  complaining  of  "  Wotan's  "  faithlessness.  When 
she  upbraids  him  for  his  lapses  with  "  Erda,"  the 
results  of  which  were  the  Valkyrs,  you  hear  the 
motive  of  the  Ride  of  the  Valkyrs.  The  passage 
concludes  with  a  paroxysm  of  rage,  "  Fricka  " 
bidding  "  Wotan  "  complete  his  work  and  let  the 
Walsungs  in  their  triumph  trample  her  under  their 
feet.  "  Wotan  "  explains  to  her  why  he  begat  the 
Walsung  race  and  the  hopes  he  has  founded  upon 
it.  But  "  Fricka "  mistrusts  him.  What  can 
mortals  accomplish  that  the  gods,  who  are  far 
mightier  than  mortals,  cannot  accomplish  ? 
"Hunding"  must  be  avenged  on  "  Siegmund  " 
and  "  Sieglinde."  "  Wotan  "  must  withdraw  his 
protection  from  "  Siegmund."  Now  appears  a 
phrase  which  expresses  "  Wotan's  "  impotent 
wrath — impotent  because  "Fricka"  brings  for- 
ward the  unanswerable  argument  that  if  the  Wal- 
sungs go  unpunished  by  her,  as  guardian  of  the 
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marriage  vow,  she,  the  Queen  of  the  Gods,  will  be 
held  up  to  the  scorn  of  mankind. 

MOTIVE  OF  WOTAN'S  WRATH. 


"  Wotan  "  would  fain  save  the  Walsungs.  But 
"  Fricka's  "  argument  is  conclusive.  He  cannot 
protect  "  Siegmund "  and  "  Sieglinde,"  because 
their  escape  from  punishment  would  bring  degrada- 
tion upon  the  queen-goddess  and  the  whole  race  of 
the  gods,  and  result  in  their  immediate  fall. 
"  Wotan's  "  wrath  rises  at  the  thought  of  sacrific- 
ing his  beloved  children  to  the  vengeance  of 
"  Hunding,"  but  he  is  impotent.  His  far-reaching 
plans  are  brought  to  nought.  He  sees  the  hope 
of  having  the  Ring  restored  to  the  Rhine- 
daughters  by  the  voluntary  act  of  a  hero  of  the 
Walsung  race  vanish.  The  curse  of  "  Alberich  '' 
hangs  over  him  like  a  dark,  threatening  cloud. 

"  Briinnhilde's "  joyous  shouts  are  heard  from 
the  height.  "  Wotan  "  exclaims  that  he  had  sum- 
moned the  Valkyr  to  do  battle  for  "  Siegmund." 
In  broad,  stately  measures,  "  Fricka  "  proclaims 
that  her  honour  shall  be  guarded  by  "  Brunn- 
hilde's"  shield  and  demands  of  "  Wotan  "  an  oath 
that  in  the  coming  combat  the  Walsung  shall  fall. 
«'  Wotan  "  takes  the  oath  and  throws  himself 
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dejectedly  down  upon  a  rocky  seat.  "  Fricka  " 
strides  toward  the  back.  She  pauses  a  moment 
with  a  gesture  of  queenly  command  before  "  Brunn- 
hilde,"  who  has  led  her  horse  down  the  height  and 
into  a  cave  to  the  right.  It  will  be  remembered  that 
in  the  beginning  of  this  scene  "  Fricka  "  advanced 
toward  "  Wotan  "  we  heard  a  phrase  expressive 
of  sullen  dignity.  The  scene  closes  with  this 
phrase,  but  now  no  longer  sullen.  It  rises  in 
proud  beauty  like  a  queenly  woman  exacting 
homage.  This  is  one  of  those  finely  artistic 
touches  in  which  Wagner  is  peerless. 

I  have  purposely  gone  somewhat  into  the  de- 
tails of  this  scene  because  it  is  still  so  much  mis- 
understood. Yet  it  is  one  of  Wagner's  finest  con- 
ceptions, and  as  such  it  will  doubtless  be  uni- 
versally ranked  at  some  future  day.  Aside  from 
the  contrast  which  "  Fricka,"  as  the  champion  of 
virtue,  affords  to  the  forbidden  revels  of  the  spring 
night — a  contrast  of  truly  dramatic  value — we 
witness  the  pathetic  spectacle  of  a  mighty  god 
vainly  struggling  to  avert  ruin  from  his  race. 
That  it  is  to  irresistible  fate  and  not  merely  to 
"  Fricka  "  that  "  Wotan  "  succumbs  is  made  clear 
by  the  darkly  ominous  notes  of  "  Alberich's " 
curse,  which  resound  as  "  Wotan "  wrapt  in 
gloomy  brooding,  leans  back  against  the  rocky 
seat,  and  also  when  in  a  paroxysm  of  despair,  he 
gives  vent  to  his  feelings,  a  passage  which  for 
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overpowering  intensity  of  expression  stands  out 
even  from  among  Wagner's  writings.  The  final 
words  of  this  outburst  of  grief, 

The  saddest  I  among  all  men. 

are  set  to  this  variant  of  the  Motive  of  Renuncia- 
tion ;  the  meaning  of  this  phrase  having  been  ex- 
panded from  the  renunciation  of  love  by  ."  Albe- 
rich "  to  cover  the  renunciation  of  happiness 
which  is  forced  upon  "  Wotan  "  by  avenging  fate  : 

•1-      *       '         ^ 

£      *          M   V 


"  Briinnhilde  "  casts  away  shield,  spear  and 
helmet,  and  sinking  down  at  "  Wotan's "  feet 
looks  up  to  him  with  affectionate  anxiety.  Here 
we  see  in  the  Valkyr  the  touch  of  tenderness,  with- 
out which  a  truly  heroic  character  is  never  com- 
plete. 

Musically  it  is  beautifully  expressed  by  the  Love 
Motive,  which  when  "Wotan,"  as  if  awakening 
from  a  reverie,  fondly  strokes  her  hair,  goes  over 
into  the  Siegmund  Motive.  It  is  over  the  fate  of 
his  beloved  Walsungs  "  Wotan  "  has  been  brood- 
ing. Immediately  following  "  Briinnhilde's " 
words, 

What  am  I  were  I  not  thy  will, 

is  a  wonderfully  soft  yet  rich  melody  on  four  horns. 
It    is    one'  of  those    beautiful    details    in    which 
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Wagner's  works  abound,  yet,  although  these 
details  are  as  numerous  as  they  are  beautiful,  they 
seem  to  have  escaped  the  attention  of  a  good  many 
critics.  Or  have  these  critics  made  an  effort  not 
to  perceive  them  ? 

In  "  Wotan's "  narrative,  which  now  follows, 
the  chief  of  the  gods  tells  "  Briinnhilde"  of  the 
events  which  have  brought  this  sorrow  upon  him, 
of  his  failure  to  restore  the  stolen  gold  to  the 
Rhinedaughters  ;  of  his  dread  of  "  Alberich's  ' 
curse  ;  how  she  and  her  sister  Valkyrs  were  born 
to  him  by  "  Erda  ;  "  of  the  necessity  that  a  hero 
should  without  aid  of  the  gods  gain  the  Ring  and 
Tarnhelmet  from  "  Fafner  "  and  restore  the  Rhine- 
gold  to  the  Rhinedaughters  ;  how  he  begot  the 
Walsungs  and  inured  them  to  hardships  in  the 
hope  that  one  of  the  race  woulcl  free  the  gods  from 
"  Alberich's "  curse ;  of  a  prophecy  uttered  by 
"  Erda,"  that  the  end  of  the  gods  would  be  wrought 
if  "  Alberich  "  could  win  a  woman  as  wife  and 
beget  a  son  ;  that  "  Alberich  "had  won  a  wife  and 
an  heir  was  about  to  be  born  to  him. 

It  will  have  been  observed  that  a  considerable 
portion  of  "  Wotan's  "  narrative  covers  some  01 
the  events  which  were  enacted  in  Rhinegold. 
Hence  a  portion  of  the  narrative  is  unnecessary 
and  therefore  undoubtedly  faulty  from  a  purely 
dramatic  standpoint.  It  may  also  be  not  unjustly 
questioned  if  in  other  portions  the  narrative  does 
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not  go  into  details  beyond  the  dramatic  require- 
ments. Both  the  scene  between  "  Wotan  "  and 
"  Fricka  "  and  the  narrative  are  too  long  to  be  given 
in  their  entirety  in  a  performance  which  begins  as 
late  as  eight  P.M.  When,  however,  Wagner's 
works  are  performed  as  they  are  at  Bayreuth, 
where  the  performances  begin  at  four  in  the  after- 
noon and  there  are  long  intermissions  during  which 
the  listeners  can  saunter  about  the  grounds  sur- 
rounding the  theatre,  not  a  note  should  be  omitted. 
There  cannot  be  under  such  conditions  the  faintest 
suggestion  of  fatigue  from  an  undue  mental  strain, 
even  on  the  part  of  those  who  have  become  so 
accustomed  to  the  insipidness  of  the  old-fashioned 
opera  that  they  are  appalled  at  the  mere  thought — 
provided  they  retain  the  power  of  thinking — of 
mental  effort  in  connection  with  a  musico-dramatic 
work. 

Whatever  fault  may  be  found  with  "  Wotan'i  " 
narrative — or  rather  portions  of  it — from  a  purely 
dramatic  point  of  view,  it  is  musically  most  expres- 
sive from  its  first  accents,  uttered  in  a  choked, 
suppressed  voice,  to  its  eloquent  climax.  The 
motives  heard  will  be  recognised,  except  one, 
which  is  new.  This  is  expressive  of  the  stress  to 
which  the  gods  are  subjected  through  "  Wotan's" 
crime.  It  is  first  heard  when  "  Wotan  "  tells  of 
the  hero  who  alone  can  regain  the  ring.  It  is  the 
MOTIVE  OF  THE  GODS'  STRESS: 
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Excited  by  remorse  and  despair  "  Wotan  "  bids 
farewell  to  the  glory  of  the  gods.  Then  he  in 
terrible  mockery  blesses  the  Nibelung's  heir. 
Terrified  by  this  outburst  of  wrath  "  Briinnhilde  " 
asks  what  her  duty  shall  be  in  the  approaching  com- 
bat. "Wotan"  commands  her  to  do  "Fricka's" 
bidding  and  withdraw  protection  from  "  Sieg- 
mund."  In  vain  "  Briinnhilde "  pleads  for  the 
Walsung  whom  she  knows  "Wotan"  loves,  and 
wished  a  victor  until  "  Fricka  "  exacted  a  promise 
from  him  to  avenge  "  Hunding."  But  her  plead- 
ing is  in  vain,  "  Wotan "  is  no  longer  the  all- 
powerful  chief  of  the  gods — through  his  breach  of 
faith  he  has  become  the  slave  of  fate.  Hence  we 
hear,  as  "  Wotan  "  rushes  away,  driven  by  chagrin, 
rage  and  despair,  chords  heavy  with  the  crushing 
force  of  fate. 

Slowly  and  sadly  "  Briinnhilde  "  bends  down  for 
her  weapons,  her  actions  being  accompanied  by 
the  Valkyr  Motive.  Bereft  of  its  stormy  impetuo- 
sity it  is  as  trist  as  her  thoughts.  Lost  in  sad  re- 
flections, which  find  beautiful  expression  in  the 
orchestra,  she  turns  toward  the  background, 
Suddenly  the  sadly  expressive  phrases  are  inter- 
rupted by  the  Motive  of  Flight.  Looking  down 
into  the  valley  the  Valkyr  perceives  "  Siegmund  " 
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and  "  Sieglinde "  approaching  in  hasty  flight. 
She  then  disappears  in  the  cave.  With  magni- 
ficent crescendo  the  Motive  of  Flight  reaches  its 
climax  and  the  two  Walsungs  are  seen  through 
the  natural  arch.  "  Sieglinde  "  is  hastening  in  ad- 
vance of  "  Siegmund."  Seeking  to  restrain  her 
flight,  he  clasps  her  tenderly.  She  stares  wildly 
before  her.  Her  terror  of  "  Hunding's  "  pursuit 
has  unsettled  her  reason.  "  Siegmund  "  speaks  to 
her  in  gentle  tones.  Like  a  reminiscence  of 
happier  moments  there  is  heard  the  wooing,  caress- 
ing phrase  (c)  of  the  love  scene  in  the  first  act. 
" Sieglinde"  gazes  with  growing  rapture  into 
"  Siegmund's  "  eyes  and  throws  her  arms  around 
his  neck.  A  fiercely  impassioned  phrase  accom- 
panies her  impetuous  action.  Then  as  her  mien 
grows  mournful  we  hear  the  sadly  reflective  version 
of  the  Motive  of  Flight  which  preceded  the  Love 
Motive  in  the  first  act.  "  Away  !  Away  !  "  she 
shrieks,  suddenly  starting  up  from  her  reverie. 

There  is  a  dramatic  change  in  the  music  which 
wildly  follows  her  terrified  ejaculations.  There  is 
noble  calmness  and  determination  in  "  Siegmund's" 
assuring  words  to  her.  They  are  introduced  by 
the  Motive  of  the  Walsung's  Fortitude — that  elo- 
quent phrase,  expressive  of  the  fortitude  with 
which  the  race  has  borne  the  struggle  with  adverse 
fate.  Here  "  Siegmund  "  proposes  to  try  the  steel 
of  his  sword  with  "  Hunding."  Then  are  heard 
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in  the  distance  the  ominous  notes  of  "  Hunding's  " 
horn,  summoning  his  kinsmen  to  the  pursuit  of  his 
wife  and  her  lover.  "Sieglinde"  starts  up  in 
despair.  Does  not  * '  Siegmund ' '  hear  the  avenger's 
call,  bidding  the  sleuth-hounds  join  him  in  the 
hunt  for  human  prey  ?  An  agonizing  shriek  and 
"  Sieglinde "  grows  suddenly  rigid  and  stares 
vacantly  before  her,  as  if  demented. 

Eight  chords  of  terrific  force  mark  the  climax  of 
this  scene. 

In  the  insanity  of  her  terror  she  believes  that 
"Siegmund"  is  about  to  desert  her,  and  with  a 
wild  cry  of  despair  she  throws  herself  upon  his 
breast.  A  moment  later  she  hears  the  distant 
notes  of  "  Hunding's  "  horns,  and  starts  up  again 
in  terror.  She  now  believes  that  "  Siegmund  " 
has  deserted  her.  Her  agonised  ejaculations,  her 
heartrending  grief — these  find  wonderful  vivid  ex- 
pression. With  a  furious  crescendo  the  climax  of  the 
scene  is  reached,  and  "  Sieglinde"  sinks  fainting 
into  "  Siegmund's  "  arms, 

Without  releasing  his  hold  upon  her,  "  Sieg- 
mund "  lets  himself  down  upon  a  rocky  seat,  so 
that  when  he  assumes  a  sitting  posture  her  head 
rests  on  his  lap.  Silently  he  gazes  upon  her,  and 
then,  while  the  Love  Motive  whispers  of  memories 
of  bliss,  he  presses  a  kiss  upon  her  brow. 

The  MOTIVE  OF  FATE — so  full  of  solemn  import 
—is  now  heard  : 
F 
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"  Briinnhilde,"  leading  her  horse  by  the  bridle, 
appears  in  the  entrance  of  the  cave,  and  advances 
slowly  and  solemnly  to  the  front;  then  pauses,  and 
gazes  upon  "  Siegmund."  While  her  earnest 
look  rests  upon  him,  there  is  heard  the  MOTIVE 
OF  THE  DEATH-SONG,  a  tristly  prophetic  strain  : 


11  Brunnhilde  "  advances  and  then,  pausing  again, 
leans  with  one  hand  upon  her  charger's  neck,  and 
grasping  shield  and  spear  with  the  other,  gazes 
upon  "  Siegmund."  Then  there  rises  from  the 
orchestra,  in  strains  of  rich,  soft,  alluring  beauty, 
the  Walhalla  Motive.  The  Fate,  Death-Song  and 
Walhalla  Motives  recur,  and  "  Siegmund,"  raising 
his  eyes  and  meeting  "  Brtinnhilde's  "  look,  ques- 
tions her  and  receives  her  answers.  The  episode  is 
so  fraught  with  solemnity  that  the  shadow  of  death 
seems  to  have  fallen  upon  the  scene.  The  solemn 
beauty  of  the  music  impresses  itself  the  more 
upon  the  listener  because  of  the  agitated,  agonized 
scene  which  preceded  it.  The  alluring  pleasures 
of  Walhalla  are  depicted  by  the  Walhalla  Motive, 
beautifully  blended  with  the  Motive  of  the  Valkyrs' 
Ride,  as  "Brunnhilde  "  announces  that  many 
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warriors  will  greet  "  Siegmund's  "  coming ;  by  the 
WalHalla  Motive  alone  when  she  tells  him  that  he 
will  meet  his  father  in  Walhalla ;  by  the  Freia 
Motive,  borne  airily  upon  the  buoyant  Motive  of 
the  Valkyr's  Ride,  as  she  promises  him  that 
beauteous  wish-maidens  will  wait  upon  him  in 
the  warrior's  heaven. 

But  these  allurements  are  nought  to  him. 
"  Shall  '  Siegmund  '  there  embrace  *  Sieglinde  ? ' ' 
he  asks ;  and  when  "  Briinnhilde "  answers 
in  the  negative  he  spurns  the  delights  she 
has  held  out  to  him.  Here  he  will  stand  and 
meet  "  Hunding."  "  Briinnhilde  "  tells  him  that 
the  sword  upon  which  he  relies  will  be  shivered. 
He  draws  it  to  take  "  Sieglinde's  "  life  and  so 
pierce  the  fruit  of  their  love.  Moved  to  admira- 
tion by  his  heroic  love,  "  Brunnhilde,"  in  a 
jubilant  outburst,  as  though  a  sorrow  had  been 
lifted  from  her  heart,  proclaims  that  she  will  give 
victory  to  "  Siegmund." 

When  she  had  disappeared  the  scene  gradually 
darkens.  Heavy  storm-clouds  veil  the  crags  and 
hide  the  peak  from  view.  "  Siegmund  "  tenderly 
soliloquizes  over  "  Sieglinde,"  and  then  kissing 
her  gently  upon  the  forehead,  disappears  among 
the  clouds  to  meet  "  Hunding."  "  Sieglinde  " 
gradually  regains  her  senses.  The  mountain  is 
now  veiled  in  black  thunder-clouds.  "  Hunding's  " 
voice  is  heard  summoning  "  Siegmund  "  to  combat. 
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She  staggers  toward  the  peak.  It  is  suddenly 
illumined  by  lightning.  In  the  lurid  light  the 
combatants  and  "  Briinnhilde "  hovering  above 
"Siegmund"  are  seen.  As  "  Siegmund  "  aims 
a  deadly  stroke  at  "  Hunding "  a  reddish  glow 
diffuses  itself  through  the  clouds.  In  it  "  Wot  an  " 
appears.  He  interposes  his  spear.  As  the  sword 
strikes  it,  "  Siegmund's  "  weapon  is  shattered  and 
"  Hunding  "  thrusts  his  spear  into  the  Walsung's 
breast.  "  Sieglinde,"  with  a  wild  shriek,  falls  to 
the  ground.  '  Briinnhilde"  rushes  down  to  her, 
lifts  her  upon  her  steed  and  urges  the  charger 
down  the  defile.  With  a  gesture  of  angry  con- 
tempt "  Wotan"  fells  "  Hunding,"  and  then,  with 
a  threat  to  visit  upon  "  Briinnhilde"  dire  punish- 
ment for  her  revolt  against  his  will,  he  disappears 
amid  lightning  and  thunder.  It  is  impossible  in 
words  to  do  justice  to  the  savage  beauty  of  this 
closing  scene.  The  music  is  of  the  most  dramatic 
character.  The  warring  elements  seem  to  add  to 
the  terror  of  this  battle  among  the  clouds.  Amid 
these  dark  scenes  "Alberich's"  second  victim 
finds  his  death. 

ACT  III. 

The  third  act  opens  with  the  famous  ride  of  the 
Valkyrs,  a  number  so  familiar  that  detailed  refer- 
ence to  it  is  scarcely  necessary.  The  wild  maidens 
of  Walhalla  coursing  upon  winged  steeds  through 
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storm-clouds,  their  weapons  flashing  in  the  gleam 
of  lightning,  their  weird  laughter  mingling  with 
the  crash  of  thunder  as  they  bear  slain  warriors 
to  the  hero's  heaven — such  is  the  episode  Wagner 
has  depicted  with  marvellous  art.  The  climax  of 
barbaric  joy  is  reached  when  the  voices  of  six  of 
the  sisters  unite  in  the  shout,  Hojotoho  !  Heiha  ! 
When  eight  of  the  Valkyrs  have  gathered  upon 
the  rocky  summit  of  the  mountain,  which  is  their 
trysting-place,  they  see  "  Briinnhilde  "  approach- 
ing. 

The  Motive  of  the  Gods'  Stress  is  the  chief 
theme  heard  in  the  ensuing  scene  when  "  Briinn- 
hilde "  tells  of  her  disobedience  to  "  Wotan  "  and 
begs  the  Valkyrs  aid  her  to  shield  "  Sieglinde." 

The  latter,  who  has  been  lost  in  gloomy  brood- 
ing, starts  at  her  rescuer's  supplication  and  in 
strains  replete  with  mournful  beauty  begs  that  she 
may  be  left  to  her  fate  and  follow  "  Siegmund  " 
in  death.  The  glorious  prophecy  of  "  Brunnhilde," 
in  which  she  now  foretells  the  birth  of  "  Siegfried  " 
to  "  Sieglinde,"  is  based  upon  the  SIEGFRIED 
MOTIVE. 
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"  Sieglinde"  in  joyous  frenzy  blesses  "  Brunn- 
hilde  "  and  hastens  to  find  safety  in  a  dense  forest 
to  the  eastward,  the  same  forest  in  which  "  Fafner  " 
in  the  form  of  a  serpent,  guards  the  Rhinegold 
treasures. 

"  Wotan,"  in  hot  pursuit  of  Brunnhilde,  reaches 
the  mountain  summit.  In  vain  her  sisters  entreat 
him  to  spare  her.  He  harshly  threatens  them  un- 
less they  cease  their  entreaties,  and  with  wild  cries 
of  fear  they  hastily  depart.  In  the  ensuing  scene 
between  "  Wotan  "  and  "  Brunnhilde,"  in  which 
the  latter  seeks  to  justify  her  action,  is  heard  one 
of  the  most  beautiful  themes  of  the  cycle. 

It  is  the  MOTIVE  OF  BRUNNHILDE'S  PLEADING, 
which   finds    its  loveliest    expression  when   she 
addresses  "  Wotan  "  in  the  passage  beginning  : 
Thou,  who  this  love  within  my  breast  inspired. 
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In  the  scene  there  are  many  passages  of  rare 
beauty  and  many  climaxes  of  great  dramatic 
power.  The  principal  motives  employed  therein 
the  listener  will  readily  recognize,  so  that  it  is 
only  necessary  to  give  in  notation  the  SLUMBER 
MOTIVE  : 


etc. 
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This  great  scene  between  "  Wotan "  and 
"Brunnhilde"  is  introduced  by  an  orchestral 
passage.  The  Valkyr  lies  in  penitence  at  her 
father's  feet.  In  the  expressive  orchestral  mea- 
sures the  Motive  of  Wotan's  Wrath  mingles  with 
that  of  Brunnhilde's  Pleading.  The  motives  thus 
form  a  prelude  t<3  the  scene  in  which  the  Valkyr 
seeks  to  appease  her  father's  anger,  not  through 
a  specious  plea,  but  by  laying  bare  the  promptings 
of  a  noble  heart,  which  forced  her,  against  the 
chief  god's  command,  to  intervene  for  "  Siegmund." 
The  Motive  of  Brunnhilde's  Pleading  is  heard  in 
its  simplest  form  at  "  Brunnhilde's  words  : 

Was  it  so  shameful  what  I  have  done, 

and  it  may  be  noticed  that  as  she  proceeds  the 
Motive  of  Wotan's  Wrath,  heard  in  the  accom- 
paniment, grows  less  stern  until  with  her  plea, 

Soften  thy  wrath, 

it  assumes  a  tone  of  regretful  sorrow. 

"  Wotan's  "  feelings  towards  "  Briinnhilde  " 
have  softened  for  the  time  from  anger  to  grief 
that  he  must  mete  out  punishment  for  her  dis- 
obedience. In  his  reply  excitement  subsides  to 
gloom.  It  would  be  difficult  to  point  to  other 
music  more  touchingly  expressive  of  deep  contri- 
tion than  the  phrase  in  which  "  Briinnhilde " 
pleads  that  "  Wotan  "  himself  taught  her  to  love 
"  Siegmund."  It  is  here  that  the  Motive  of 


88 

Briinnhilde's  Pleading  assumes  the  form  in  the 
notation  given  above.  Then  we  hear  from 
"  Wotan  "  that  he  had  abandoned  "  Siegmund  " 
to  his  fate,  because  he  had  lost  hope  in  the  cause 
of  the  gods  and  wished  to  end  his  woe  in  the 
wreck  of  the  world.  The  weird  terror  of  the  Curse 
Motive  hangs  over  this  outburst  of  despair.  In 
broad  and  beautiful  strains  "Wotan"  then  depicts 
"  Brurmhilde  "  blissfully  yielding  to  her  emotions 
when  she  intervened  for  "  Siegmund." 

At  last  "  Briinnhilde  "  seeks,  with  the  prophecy 
of  "  Siegfried,"  to  move  "  Wotan  "  from  his  pur- 
pose, which  is  to  punish  her  by  causing  her  to  fall 
into  a  deep  sleep  and  thus  become  the  prey  of 
man.  The  motive  of  her  pleading,  reaching  a 
magnificent  climax,  passes  over  to  the  stately 
Siegfried  Motive  as  she  prays  "  Wotan  "  to  sur- 
round her  sleeping  form  with  horrors  which  only 
a  true  hero  will  dare  strive  to  overcome.  Let 
him  conjure  up  fire  'round  about  her  !  "  Wotan  " 
raises  her  to  her  feet  and  gazes,  overcome  with 
deep  emotion,  into  her  eyes.  After  a  majestic 
orchestral  passage  there  begins  "  Wotan's  "  fare- 
well to  "Briinnhilde,"  which  in  allmusico-dramatic 
numbers  for  bass  voice  has  no  peer.  Such  tender, 
mournful  beauty  has  never  found  expression  in 
music — and  this,  whether  we  regard  the  vocal 
part  or  the  orchestral  accompaniment  in  which 
the  Slumber  Motive  quoted  above  is  prominent. 
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"  Wotan"  gently  leads  "  Brunnhilde  "  to  a  table 
rock,  upon  which  she  sinks.  He  closes  her  helmet 
and  covers  her  with  her  shield.  Then,  pointing 
his  spear  toward  a  huge  rock,  he  invokes  "  Loge." 
Tongues  of  fire  leap  up  from  crevices  in  the  rocks. 
Flickering  flames  break  out  on  all  sides.  The 
forest  glows  with  fire.  The  magic  conflagration 
— wildly  fluttering  flames — surrounds  "  Wotan" 
and  "  Brunnhilde."  He  gazes  fondly  upon  her 
form  and  then  vanishes  among  the  flames.  The 
Slumber  Motive,  the  Magic  Fire  Motive  and  the 
Siegfried  Motive  combine  to  place  the  music  of 
this  scene  with  the  most  brilliant  and  beautiful 
portion  of  our  heritage  from  the  master-musician. 
Toward  the  close  of  this  glorious  finale  we  hear 
again  the  ominous  muttering  of  the  Motive  of 
Fate.  "  Brunnhilde  "  may  be  saved  from  igno- 
miny, "  Siegfried  "  may  be  born  to  "  Sieglinde  " 
— but  the  crushing  weight  of  the  hand  of  fate  rests 
upon  the  race  of  the  gods. 
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|HE  Nibelungs  were  not  present  in  the 
dramatic  action  of  The  Valkyr,  though 
the  sinister  influence  of  "  Alberich  " 
shaped  the  tragedy  of  "  Siegmund's  " 
In  Siegfried  several  characters  of 
The  Rhinegold,  who  do  not  take  part  in  The 
Valkyr,  reappear.  These  are  the  Nibelungs 
"Alberich"  and  "  Mime  "  ;  the  giant  "  Fafner," 
who  in  the  guise  of  a  serpent  guards  the  ring,  the 
tarn-helmet  and  the  Nibelung  hoard  in  a  cavern, 
and  "  Erda."  "  Siegfried  "  has  been  born  of 
"  Sieglinde,"  who  died  in  giving  birth  to  him. 
This  scion  of  the  Walsung  race  has  been  reared 
by  "  Mime,"  who  is  plotting  to  obtain  possession 
of  "  Fafner's  "  treasures,  and  hopes  to  be  aided 
in  his  designs  by  the  lusty  youth.  "  Wotan," 
disguised  as  a  wanderer,  is  watching  the  course  of 
events,  again  hopeful  that  a  hero  of  the  Walsung 
race  will  free  the  gods  from  "  Alberich's  "  curse. 
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Surrounded  by  magic  fire,  "  Briinnhilde  "  still  lies 
in  deep  slumber  on  the  rock  of  the  Valkyrs. 

The  vorspiel  of  Siegfried  is  expressive  of 
"  Mime's "  planning  and  plotting.  It  begins 
with  music  of  a  mysterious,  brooding  character. 
Mingling  with  this  is  the  Motive  of  the  Hoard 
(No.  20),  familiar  from  The  Rhinegold.  Then  is 
heard  the  Nibelung  Motive  (No.  18),  and  later, 
joined  with  it,  the  Motive  of  the  Nibelung's 
Servitude  (No.  3).  After  reaching  a  forceful 
climax  the  Motive  of  the  Nibelung  passes  over  to 
the  Motive  of  the  Ring  (No.  6),  which  rises  from 
pianissimo  to  a  crash  of  tremendous  power.  The 
ring  is  to  be  the  prize  of  all  "  Mime's ''  plotting, 
when  "  Siegfried,"  with  a  sword  of  "  Mime's  " 
forging,  shall  have  slain  "  Fafner."  The  felicitous 
use  of  the  Sword  Motive  toward  the  close  of  the 
vorspiel  will  be  readily  recognised,  as  well  as  the 
aptness  of  the  Nibelung  and  Servitude  Motives 
as  expressive  of  "  Mime's"  slavish  labours,  and 
gaining  further  point  when  joined  by  the  Dragon 
or  SERPENT  Motive. 

The  three  motives  last  named  are  prominent  in 
the  opening  scene,  which  shows  "  Mime"  forging 
a  sword  at  a  natural  forge  formed  in  a  rocky  cave. 
In  a  soliloquy  he  discloses  the  purpose  of  his 
labours  and  laments  that  "  Siegfried "  shivers 
every  sword  which  has  been  forged  for  him. 
Could  he  ("  Mime")  but  unite  the  pieces  of  "Sieg- 
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mund's "  sword  !  At  this  thought  the  Sword 
Motive  rings  out  brilliantly,  and  is  jubilantly 
repeated,  accompanied  by  a  variant  of  the  Wal- 
halla  Motive.  For  if  the  pieces  of  the  sword  were 
welded  together,  and  "  Siegfried,"  were  with  it  to 
slay  "  Fafner,"  "  Mime "  could  surreptitiously 
obtain  possession  of  the  ring,  slay  "  Siegfried," 
rule  over  the  gods  in  Walhalla  and  circumvent 
"  Alberich's  "  plans  for  regaining  the  hoard.  This 
last  aspect  of  "Mime's"  plan  is  musically  ex- 
pressed by  the  mocking  phrase  heard  when  in 
"  The  Rhinegold  "  "  Wotan  "  and  "  Loge"  made 
sport  over  the  pinioned  "  Alberich."  This  passage 
will  be  found  on  pages  8  and  9  of  the  Kleinmichel 
piano-score  with  words,  beginning  at  bar  16  of  the 
former  and  ending  at  3  of  the  latter.  The  nine 
bars  are  an  admirable  example  of  the  wealth  of 
meaning  in  Wagner's  music-drama  scores,  a  mean- 
ing perfectly  intelligible  to  anyone  who  approaches 
the  subject  in  a  serious,  studious  mood. 

"Mime"  is  still  at  work  when  "Siegfried" 
enters,  clad  in  a  wild  forest  garb.  Over  it  a  silver 
horn  is  slung  by  a  chain.  The  sturdy  youth  has 
captured  a  bear.  He  leads  it  by  a  bast  rope, 
with  which  he  gives  it  full  play,  so  that  it  can 
make  a  dash  at  "  Mime.''  As  the  latter  flees 
terrified  behind  the  forge,  "  Siegfried"  gives  vent 
to  his  high  spirits  in  shouts  of  laughter.  Musically 
his  buoyant  nature  is  expressed  by  a  theme  inspired 
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by  the  fresh,  joyful  spirit  of  a  wild,  woodland  life. 
It  may  be  called,  to  distinguish  it  from  the  Siegfried 
Motive,  the  MOTIVE  OF  SIEGFRIED  THE  FEARLESS. 


It  pervades  with  its  joyous  impetuosity  the  en- 
suing scene,  in  which  "  Siegfried  "  has  his  sport 
"  Mime,"  until  tiring  of  it,  he  loosens  the  rope 
from  the  bear's  neck  and  drives  the  animal  back 
into  the  forest.  In  a  pretty,  graceful  phrase 
"  Siegfried"  tells  how  he  blew  his  horn,  hoping  it 
would  be  answered  by  a  pleasanter  companion 
than  "  Mime."  Then  he  examines  the  sword 
which  "  Mime"  has  been  forging.  The  Siegfried 
Motive  resounds  as  he  inveighs  against  the 
weapon's  weakness,  until,  as  he  shivers  the 
sword  on  the  anvil,  the  orchestra  with  a  rush 
takes  up  the  MOTIVE  OF  SIEGFRIED  THE  IMPETUOUS. 


This  is  a  theme  full  of  youthful  snap  and  dash 
It  alternates  effectively  with  a  contraction  of  the 
Nibelung  Smithy  Motive,  while  "  Siegfried  "  angrily 
scolds  "  Mime,"  and  the  latter  protests.  Finally 
"  Mime  "  tells  "  Siegfried  "  how  he  tenderly  reared 
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him  from  infancy.  The  music  here  is  as  simple 
and  pretty  as  a  folk-song,  for  "  Mime's  "  reminis- 
cences of  "  Siegfried's  "  infancy  are  set  to  a  charm- 
ing melody,  as  though  "  Mime  "  were  recalling  to 
"  Siegfried's  "  memory  a  cradle  song  of  those  days. 
But  "Siegfried"  grows  impatient.  If  "  Mime  " 
tended  him  so  kindly,  why  should  "  Mime  "  be  so 
repulsive  to  him ;  and  yet  why  should  he,  in  spite 
of  "  Mime's  "  repulsiveness,  always  return  to  the 
cave  ?  The  dwarf  explains  that  he  is  to  "  Sieg- 
fried" what  the  father  is  to  the  fledgling.  This 
leads  to  a  beautiful  lyric  episode.  "Siegfried" 
says  that  he  saw  the  birds  mating,  the  deer  pairing, 
the  she-wolf  nursing  her  cubs.  Whom  shall  he 
call  Mother?  Who  is  "Mime's"  wife?  This 
episode  is  pervaded  by  a  lovely,  tender  motive — 
the  MOTIVE  OF  LOVE-LIFE  : 
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"  Mime"  endeavours  to  persuade  "  Siegfried  " 
that  he  is  his  father  and  mother  in  one.  But 
"  Siegfried  "  has  noticed  that  the  young  of  birds 
and  deer  and  wolves  look  like  the  parents.  He 
has  seen  his  features  reflected  in  the  brook  and 
knows  he  does  not  resemble  the  hideous  "  Mime." 
The  notes  of  the  Love- Life  Motive  pervade  like 
woodland  strains  the  musical  accompaniment  of 
this  episode,  in  which,  when  "  Siegfried  "  speaks 
of  seeing  his  own  likeness,  we  also  hear  the  Sieg- 
fried Motive.  The  scene  which  follows  is  full  of 
mournful  beauty.  "  Mime,"  forced  by  "  Siegfried" 
to  speak  the  truth,  tells  of  "  Sieglinde's  "  death 
while  giving  birth  to  "  Siegfried."  Throughout 
this  scene  we  find  reminiscences  of  the  first  act  of 
the  Valkyr,  the  Walsung  Motive,  Motive  of  Sym- 
pathy and  Love  Motive.  Finally,  when  "  Mime  " 
produces  as  evidence  of  the  truth  of  his  words 
the  two  pieces  of  "  Siegmund's  "  sword,  the  Sword 
Motive  rings  out  brilliantly.  "  Siegfried  "  exclaims 
that  "  Mime  "  must  weld  the  pieces  into  a  trusty 
weapon.  Here  (page  44,  line  i)  the  Motive  of  Sieg- 
fried the  Fearless  assumes  the  form  in  which  it  is 
quoted  on  page  66.  The  Motive  of  Siegfried  the 
Impetuous  breaks  in  upon  it  and  the  Sword 
Motive  throws  its  lustre  over  the  music.  Then 
follows  Siegfried's  Wander  Song,  so  full  of  joyous 
abandon.  Once  the  sword  welded,  he  will  leave 
the  hated  "Mime"  forever.  As  the  fish  darts 
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through  the  water,  as  the  bird  flies  so  free,  he 
will  flee  from  the  repulsive  dwarf.  With  joyous 
exclamations  he  runs  from  the  cave  into  the 
forest. 

In  the  scenes  of  which  I  have  just  spoken,  the 
frank,  boisterous  nature  of  "  Siegfried  "  is  charm- 
ingly portrayed.  His  buoyant  vivacity  finds 
capital  expression  in  the  Motives  of  Siegfried  the 
Fearless,  Siegfried  the  Impetuous  and  his  Wander 
Song,  while  the  vein  of  tenderness  in  his  cha- 
racter seems  to  run  through  the  Love- Life  Motive. 
His  harsh  treatment  of  "  Mime  "  is  not  brutal; 
for  "  Siegfried"  frankly  avows  his  loathing  of  the 
dwarf,  and  we  feel,  knowing  "  Mime's  "  plotting 
against  the  young  Walsung,  that  "  Siegfried's  " 
hatred  is  the  spontaneous  aversion  of  a  frank 
nature  for  an  insidious  one. 

After  ''Siegfried"  has  disappeared  in  the 
forest,  there  is  a  gloomy  soliloquy  for  "  Mime," 
interrupted  by  the  entrance  of  "Wotan,"  dis- 
guised as  a  wanderer.  The  ensuing  scene  is  one 
of  those  lapses  from  dramatic  effectiveness  which 
we  find  in  Wagner,  and  which  surprise  us  so  much, 
because  Wagner  was  really  an  inspired  dramatist, 
his  works  being  constructed  on  fine  dramatic 
lines,  the  action  worked  up  to  fine  climaxes  and 
the  characters  drawn  in  bold,  broad  strokes.  But 
occasionally  he  has  committed  the  error  against 
the  laws  of  dramatic  construction  of  unduly  pro- 
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longing  a  scene  and  thus  retarding  the  dramatic 
action. 

The  scene  between  the  "  Wanderer "  and 
"  Mime  "  covers  twenty-seven  pages  in  the  Klein- 
michel  piano-score  with  words,  yet  it  advances  us 
only  one  step  in  the  dramatic  action.  As  the 
"  Wanderer  "  enters,  "  Mime  "  is  in  despair  be- 
cause he  cannot  weld  the  pieces  of  "  Siegmund's  " 
sword.  When  the  "  Wanderer  "  departs,  he  has 
prophesied  that  only  he  who  does  not  know  what 
fear  is  can  weld  the  fragments,  and  that  through 
this  fearless  hero  "Mime"  shall  lose  his  life. 
This  prophecy,  is  reached  through  a  somewhat 
curious  process,  which  must  be  unintelligible  to 
anyone  who  has  not  made  a  study  of  the  libretto. 
The  "Wanderer,"  seating  himself,  wagers  his 
head  that  he  can  correctly  answer  any  three 
questions  which  "  Mime "  may  put  to  him. 
"  Mime  "  then  asks  :  What  is  the  race  born  in  the 
earth's  deep  bowels  ?  The  "  Wanderer  "  answers : 
The  Nibelungs.  "  Mime's "  second  question 
is:  What  race  dwells  on  the  earth's  back? 
The  "Wanderer"  replies:  The  race  of  the 
giants. 

"Mime  "  finally  asks  ;  what  race  dwells  on  cloudy 
heights  ?  The  "  Wanderer  "  answers  :  the  race  of 
the  gods.  The  "  Wanderer,"  having  thus  answered 
correctly  "  Mime's "  three  questions,  now  puts 
three  questions  to  "  Mime  :  "  "  What  is  that  noble 
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race  which  "  Wotan  "  ruthlessly  dealt  with,  and 
yet  which  he  deemeth  most  dear?"  "Mime" 
answers  correctly  :  "  The  Walsungs."  Then  the 
"  Wanderer  "  asks  :  "  What  sword  must  *  Sieg- 
fried '  then  strike  with,  dealing  to  *  Fafner '  death  ?" 
"  Mime  "  answers  correctly  :  "  With  «  Siegmund's' 
sword."  "Who"  asks  the  'Wanderer,'  "can 
weld  its  fragments  ?"  "  Mime  "  is  terrified,  for  he 
cannot  answer.  Then  "Wotan"  utters  the 
prophecy  of  the  fearless  hero.  Whoever  will  read 
over  this  scene  will  observe  that  in  "  Wotan's  " 
answers  the  story  of  "  The  Rhinegold  "  is  partially 
retold  and  that  in  "  Mime's  "  answers  we  have 
a  rehearsal  of  "The  Valkyr."  Of  course  the 
narrative  repetitions  of  the  plots  of  preceding 
music  dramas  are  undramatic.  But  I  have  an 
idea  that  Wagner,  conjecturing  that  in  many 
opera  houses  his  tetralogy  would  not  be  given  as 
a  whole,  and  that  in  some  only  one  or  two  of 
the  four  music  dramas  constituting  it  would  be 
played,  purposely  introduced  these  narrative 
repetitions,  in  order  to  familiarize  the  audience 
with  what  preceded  the  particular  music 
drama. 

But  if  the  scene  is  dramatically  defective  it  is 
musically  most  eloquent.  It  is  introduced  by  two 
motives,  representing  "  Wotan "  as  the  "  Wan- 
derer." The  mysterious  chords  of  the  former 
seem  characteristic  of  WOTAN'S  DISGUISE. 
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The  latter,  with  its  plodding,  heavily-tramping 
movement,  is  the  MOTIVE  OF  WOTAN'S  WAN- 
DERING. 

Y  r    r  *?   r  r 

The  third  new  motive  found  in  this  scene  is 
characteristically  expressive  of  the  CRINGING 
MIME. 


etc. 


Several  familiar  motives  from  "The  Rhinegold  " 
and  "The  Valkyr"  are  heard  here.  The  Motive 
of  Compact  (No.  9),  so  powerfully  expressive  of 
the  binding  force  of  law,  the  Nibelung  (No.  18), 
Giants'  (No.  13)  and  Walhalla  (No.  8)  motives 
from  "The  Rhinegold,"  and  the  Walsungs' 
Heroism  motives  from  the  first  act  of  "The 
Valkyr,"  are  among  these. 

When  the  "  Wanderer "  has  vanished  in  the 
forest  "  Mime  "  sinks  back  on  his  stool  in  despair. 
Staring  after  "  Wotan  "  into  the  sunlit  forest,  the 
shimmering  rays  flitting  over  the  soft  green  mosses 
with  every  movement  of  the  branches  and  each 
tremor  of  the  leaves  seem  to  him  like  flickering 
flames  and  treacherous  will-o'-the-wisps.  We  hear 
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the  Loge  Motive  ("  Loge  "  being  the  god  of  fire) 
familiar  from  The  Rhinegold  and  the  finale  of 
The  Valkyr.  At  last  "  Mime  "  rises  to  his  feet  in 
terror.  He  seems  to  see  "  Fafner ''  in  his  serpent's 
guise  approaching  to  devour  him,  and  in  a  paroxysm 
of  fear  he  falls  with  a  shriek  behind  the  anvil. 
Just  then  "Siegfried"  bursts  out  of  the  thicket* 
and  with  the  fresh,  buoyant  Wander-song  and  the 
Motive  of  Siegfried  the  Fearless,  the  wierd  mystery 
which  hung  over  the  former  scene  is  dispelled. 
"  Siegfried  looks  about  him  for  "  Mime  "  until  he 
sees  the  dwarf  lying  behind  the  anvil. 

Laughingly  the  young  Walsung  asks  the  dwarf 
if  he  has  thus  been  welding  the  sword.  "  The 
sword  ?  The  sword  ?  "  repeats  "  Mime,"  con- 
fusedly, as  he  advances,  and  his  mind  wanders 
back  to  "  Wotan's "  prophecy  of  the  fearless 
hero.  Regaining  his  senses,  he  tells  "  Siegfried" 
there  is  one  thing  he  has  yet  to  learn,  namely,  to 
be  afraid:  that  his  mother  charged  him  ("Mime") 
to  teach  fear  to  him  ("  Siegfried ").  At  this 
point  there  is  heard  a  combination  of  the  Walsung 
Motive  and  the  Nibelung  Motive  in  its  contracted 
form  as  it  previously  occurs  in  this  act. 
"Mime"  asks  "Siegfried"  if  he  has  never  felt 
his  heart  beating  when  in  the  gloaming  he  heard 
strange  sounds  and  saw  weirdly  glimmering  lights 
in  the  forest.  "  Siegfried  "  replies  that  he  never 
has.  He  knows  not  what  fear  is.  If  it  is  neces- 
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sary  before  he  goes  forth  in  quest  of  adventure  to 
learn  what  fear  is  he  would  like  to  be  taught. 
But  how  can  "  Mime  "  teach  him  ? 

The  Magic  Fire  Motive  and  Brimnhilde's  Slum- 
ber Motive,  familiar  from  Wotan's  Farewell,  and 
the  Magic  Fire  scene  in  the  third  act  of  The  Valkyr 
are  heard  here,  the  former  depicting  the  weirdly 
glimmering  lights  with  which  "  Mime  "  has  sought 
to  infuse  dread  in  "  Siegfried's  "  breast,  the  latter 
prophesying  that,  penetrating  fearlessly  the. fiery 
circle,  "  Siegfried "  will  reach  "  Brunnhilde." 
Then  "  Mime  "  tells  "  Siegfried  "  of  "  Fafner," 
thinking  thus  to  strike  terror  into  the  young  Wal- 
sung's  breast.  But  far  from  it !  "  Siegfried  "  is 
incited  by  "  Mime's"  words  to  meet  "  Fafner  "  in 
combat.  Has  "  Mime  "  welded  the  fragments  of 
"  Siegmund's"  sword,  asks  "Siegfried."  The  dwarf 
confesses  his  impotency.  "  Siegfried "  siezes  the 
fragments.  He  will  forge  his  own  sword.  Here 
begins  the  great  scene  of  the  forging  of  the  sword. 
Like  a  shout  of  victory  the  Motive  of  Siegfried 
the  Fearless  rings  out  and  the  orchestra  fairly 
glows  as  "  Siegfried  "  heaps  a  great  mass  of  coal 
on  the  forge- hearth,  and, fanning  the  heat, begins  to 
file  away  at  the  fragments  of  the  sword. 

The  roar  of  the  fire,  the  sudden  intensity  of  the 
fierce  white  heat  to  which  the  young  Walsung 
fans  the  glow — these  we  would  respectively  hear 
and  see  were  the  music  given  without  scenery 
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or  action,  so  graphic  is  Wagner's  score.  The 
Sword  Motive  leaps  like  a  brilliant  tongue  of 
fire  over  the  heavy  thuds  of  a  forceful  variant  of 
the  Motive  of  Compact,  till  brightly  gleaming  runs 
add  to  the  brilliancy  of  the  score,  which  .reflects 
all  the  quickening,  quivering  effulgence  of  the 
scene.  How  the  music  flows  like  a  fiery  flood  and 
how  it  hisses  as  "  Siegfried  "  pours  the  molten 
contents  of  the  crucible  into  a  mold  and  then 
plunges  the  latter  into  water !  The  glowing  steel 
lies  on  the  anvil  and  "  Siegfried "  swings  the 
hammer.  With  every  stroke  his  joyous  excite- 
ment is  intensified.  At  last  the  work  is  done. 
He  brandishes  the  sword  and  with  one  stroke 
spilts  the  anvil  from  top  to  bottom.  With  the 
crash  of  the  Sword  Motive,  united  with  the 
Motive  of  Siegfried  the  Fearless,  the  orchestra 
dashes  into  a  furious  prestissimo,  and  "Siegfried," 
shouting  with  glee,  holds  his  sword  aloft. 

ACT  II. 

The  second  act  opens  with  a  darkly  portentous 
vorspiel.  On  the  very  threshold  of  it  we  meet 
"  Fafner  "  in  his  motive,  which  is  so  clearly  based 
on  the  Giant  Motive  that  there  is  no  necessity  for 
quoting  it.  Through  themes  which  are  familiar 
from  earlier  portions  of  the  work,  the  vorspiel 
rises  to  a  crashing  fortissimo,  The  curtain  lifts 
on  a  thick  forest.  At  the  back  is  the  entrance  to 
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"  Fafner's "   cave,    the  lower  part  of  which  is 
hidden   by  rising  ground  in  the  middle  of  the 
stage,  which  slopes  down  toward  the  back.     In 
the  darkness  the  outlines  of  a  figure  are  dimly 
discerned.    It  is  the  Nibelung  "  Alberich,"  haunt- 
ing the  domain  which  hides  the  treasures  of  which 
he  was  despoiled.    The  Motive  of  the  Nibelung's 
Malevolence    accompanies    his    malicious  utter- 
ances.    From  the  forest  comes  a  gust  of  wind.    A 
bluish    light    gleams    from  the  same   direction. 
"  Wotan,"  still  in  the  guise  of  a  wanderer,  enters. 
The  ensuing  scene  between  "  Alberich  "  and  the 
"  Wanderer"  is,  from  a  dramatic  point  of  view, 
episodical.     For  this  and  the  further  reason  that 
the    reader  will    readily  recognise    the    Motive 
occurring  in  it,   detailed  consideration  of  it  is 
unnecessary.     Suffice  it  to  say  that  the  fine  self- 
poise  of  "  Wotan  "  and  the  maliciously  restless 
character  of  "  Alberich  "  are  superbly  contrasted. 
When  "  Wotan  "  has  departed  the  Nibelung  slips 
into  a  rocky  crevice,  where  he  remained  hidden 
when  "  Siegfried  "  and  "  Mime  "  enter.     "  Mime  " 
endeavours  to   awaken  dread  in    "  Siegfried's " 
heart  by  describing  "  Fafner's"  terrible  form  and 
powers.      But    "  Siegfried's"     courage    is    not 
weakened.     On  the  contrary,  with  heroic  impetuo- 
sity,  he   asks   to  be  at    once    confronted    with 
"  Fafner."      "  Mime,"  well  knowing  that  '«  Faf- 
ner,"  will  soon  awaken  and  issue  from  his  cave 
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to  meet  "  Siegfried  "  in  mortal  combat,  lingers  on 
in  the  hope  that  both  may  fall,  until  the  young 
Walsung  drives  him  away. 

Now  begins  the  most  beautiful  lyric  episode 
ever  conceived.  "Siegfried"  reclines  under  a 
linden  tree,  and  looks  up  through  the  branches. 
The  rustling  of  the  trees  is  heard.  Over  the 
tremulous  whispers  of  the  orchestra — known  from 
concert  programs  as  the  Waldweben  (forest- 
weaving) — rises  a  lovely  variant  of  the  Walsung 
Motive.  "  Siegfried  "  is  asking  himself  how  his 
mother  may  have  looked,  and  this  variant  of  the 
theme  which  was  first  heard  in  "  The  Valkyr," 
when  "  Sieglinde  "  told  "Siegmund"  that  her 
home  was  the  home  of  woe,  rises  like  a  memory  of 
her  image.  Serenely  the  sweet  strains  of  the 
Love-Life  Motive  soothe  his  sad  thoughts.  The 
graceful  outlines  of  the  Freia  Motive  rise  for  a 
moment,  and  then  "  Siegfried,"  once  more  en- 
tranced by  forest  sounds,  listens  intently.  Birds' 
voices  greet  him.  A  little  feathery  songster, 
whose  notes  mingle  with  the  rustling  leaves  of  the 
linden  tree,  especially  charms  him. 

The  forest  voices — the  humming  of  insects  the 
piping  of  the  birds,  the  amorous  quiver  of  the 
branches— quicken  his  half  defined  aspirations. 
Can  the  little  singer  explain  his  longing  ?  He 
listens,  but  cannot  catch  the  meaning  of  the  song. 
Perhaps,  if  he  can  imitate  it,  he  may  understand 
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it.  Springing  to  a  stream  hard  by,  he  cuts  a  reed 
with  his  sword,  and  quickly  fashions  a  pipe  from  it. 
He  blows  on  it,  but  it  sounds  shrill.  He  listens 
again  to  the  bird.  He  may  not  be  able  to  imitate 
its  song  on  the  reed,  but  on  his  silver  horn  he  can 
wind  a  woodland  tune.  Putting  the  horn  to  his 
lips  he  makes  the  forest  ring  with  its  notes,  (a) 

The  notes  of  the  horn  have  awakened  "  Fafner  " 
who  now  crawls  toward  "Siegfried.''  Perhaps 
the  less  said  about  the  combat  between  "  Sieg- 
fried "  and  "Fafner"  the  better.  This  scene, 
which  seems  very  spirited  in  the  libretto,  is 
ridiculous  on  the  stage.  To  make  it  effective  it 
should  be  carried  out  very  far  back — best  of  all 
out  of  sight — so  that  the  magnificent  music  will 
not  be  marred  by  the  sight  of  an  impossible 
monstrum.  The  music  is  highly  dramatic.  The 
exultant  force  of  the  Motive  of  Siegmund  the 
Fearless,  which  rings  out  like  a  shout  of  barbaric 
joy  as  "  Siegfried "  rushes  upon  "  Fafner,"  the 
crashing  chord  as  the  serpent  roars  when  "  Sieg- 
fried "  buries  the  sword  in  its  heart,  the  rearing, 
plunging  music  as  the  monster  rears  and  plunges 
with  agony — these  are  some  of  the  most  graphic 
features  of  the  score,  (b) 

a  The  Motives  are  the  motive  of  Siegfried  the  Fearless  and 
the  Siegfried  Motive. 

b  Observe  the  significant  occurrence  of  the  Motives  of  the 
Curse,  Siegfried  and  the  Nibelung's  Malevolence  in  the 
accompaniments  to  "  Fafner's  "  dying  words. 
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11  Siegfried"  raises  his  fingers  to  his  lips  and 
licks  the  blood  from  them.  Immediately  after 
the  blood  has  touched  his  lips  he  seems  to  under- 
stand the  bird,  which  has  again  begun  its  song, 
while  the  forest  voices  once  more  weave  their 
tremulous  melody.  The  bird  tells  "  Siegfried  "  of 
the  ring  and  helmet  and  of  the  other  treasures  in 
"Earner's"  cave,  and  »' Siegfried"  enters  it  in 
quest  of  them.  With  his  disappearance  the  forest 
weaving  suddenly  changes  to  the  harsh,  scolding 
notes  heard  in  the  beginning  of  the  Nibelheim 
scene  in  The  Rhinegold.  "  Mime"  slinks  in  and 
timidly  looks  about  him  to  make  sure  of  "  Earner's" 
death.  At  the  same  time  "  Alberich  "  issues  forth 
from  the  crevice  in  which  he  was  concealed.  This 
scene,  in  which  the  two  Nibelungs  berate  each 
other  after  the  liveliest  fashion  is  episodical,  being 
hardly  necessary  to  the  development  of  the  plot. 
It  is,  however,  capitally  treated,  and  its  humor 
affords  a  striking  contrast  to  the  preceding 
scenes.(a) 

As  "  Siegfried"  comes  out  of  the  cave  and  brings 
the  ring  and  helmet  from  darkness  to  the  light  of 
day  there'are  heard  th°  Ring  Motive,  the  Motive  of 
the  Rhinedaughters'  Shout  of  Triumph  and  the 
Rhinegold  Motive. 

These,    familiar    from    "  Rhinegold,"   will    be 

a  Nibelung  and  Tarnhelmet  Motives  are  prominent. 
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found  quoted  in  the  analysis  of  it.  The  forest- 
weaving  again  begins,  and  the  bird  bids  the  young 
Walsung  beware  of  "  Mime."  The  dwarf  now 
approaches  ''Siegfried"  with  repulsive  sycoph- 
ancy. But  under  a  smiling  face  lurks  a  plotting 
heart.  "  Siegfried  "  is  enabled  through  the  super- 
natural gifts  with  which  he  has  become  endowed 
to  fathom  the  purpose  of  the  dwarf,  who,  uncon- 
sciously discloses  his  scheme  to  poison  "  Siegfried." 
The  young  Walsung  slays  "  Mime,"  who,  as  he 
dies,  hears  "  Alberich's  "  mocking  laugh.  "  Albe- 
rich "  has  felled  another  victim.  Though  the 
Motive  of  Siegfried  the  Fearless  predominates  at 
this  point,  we  also  hear  the  Nibelung  Motive  and 
the  Motive  of  the  Curse — indicating  the  Nibelung's 
evil  intent  toward  "  Siegfried." 

"Siegfried"  again  reclines  under  the  linden. 
His  soul  is  tremulous  with  an  undefined  longing. 
As  he  gazes  in  almost  painful  emotion  up  to  the 
branches  and  asks  if  the  bird  can  tell  him  where 
he  can  find  a  friend,  his  being  seems  stirred  by 
awakening  passion. 

The  music  quickens  with  an  impetuous  phrase 
(p.  228,  1.  3),  which  seems  to  define  the  first  joyous 
thrill  of  passion  in  the  youthful  hero.  It  is  the 
Motive  of  LOVE'S  JOY  (51). 

It  is  interrupted  (p.  229,  1.  2),  by  a  beautiful 
variant  of  the  Motive  of  Love-life  (No.  47),  which 
continues  until  above  the  Forest-weaving  the  bin} 
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again  thrills  him  with  its  tale  of  the  glorious  maid 
who  has  so  long  slumbered  upon  the  fire-guarded 
rock.  With  the  Motive  of  Love's  Joy  coursing 
through  the  orchestra,  "  Siegfried,"  bids  the 
feathery  songster  continue,  and,  finally,  to  guide 
him  to  "  Brunnhilde."  In  answer,  the  bird 
flutters  from  the  linden  branch,  hovers  over 
"  Siegfried,"  and  hesitatingly  flies  before  him  until 
it  takes  a  definite  course  toward  the  background. 


"  Siegfried"  follows  the  little  singer,  the  Motive  of 
Love's  Joy,  succeeded  by  that  of  Siegfried  the 
Fearless,  bringing  the  act  to  a  close. 
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ACT  III. 

The  third  act  opens  with  a  stormy  introduction, 
in  which  the  Motive  of  the  Ride  of  the  Valkyrs 
accompanies  the  Motive  of  the  God's  Stress  (p. 
239,  1.  4,  bar  3),  the  Compact  and  the  Erda 
Motives  (p.  239.  1.  6,  bar  3).  The  introduction 
reaches  its  climax  with  the  MOTIVE  OF  THE  DUSK 
OF  THE  GODS  (No.  52  infra). 

Then  to  the  sombre,  questioning  phrase  of  the 
Motive  of  Fate,  the  action  begins  to  disclose  the 
significance  of  this  vorspeil.  A  wild  region  at  the 
foot  of  a  rocky  mountain  is  seen.  It  is  night.  A 
fierce  storm  rages.  In  dire  stress  and  fearful  that 
through  "  Siegfried  "  and  "  Brunnhilde  "  the  ruler- 
ship  of  the  world  may  pass  from  the  gods  to  the 
human  race,  "  Wotan  "  summons  "  Erda  "  from 
her  subterranean  dwelling.  But  "  Erda  "  has  no 
counsel  for  the  storm-driven,  conscience-stricken 
god.  The  chief  motives  which  accompany  the 
scene  up  to  this  point  are  familiar  from  earlier 
portions  of  the  Cycle.  They  are,  besides  the  Erda 
and  Compact  Motives,  the  Motive  of  the  Dusk  of 
the  Gods  (p.  244,  1.  3,  bar  7),  the  Walhalla  and 
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Fate  Motives,  and  those  of  the  Renunciation,  and 
Brunnhilde's  Pleading. 

The  scene  reaches  its  climax  in  "  Wotan's  " 
noble  renunciation  of  the  empire  of  the  world. 
Weary  of  strife,  weary  of  struggling  against  the 
decree  of  fate  he  renounces  his  sway.  Let  the 
era  of  human  love  supplant  this  dynasty,  sweeping 
away  the  gods  and  the  Nibelungs  in  its  mighty 
current.  For  mournful  dignity  this  episode  is 
unrivalled.  1 1  is  the  last  defiance  of  all-conquering 
fate  by  the  ruler  of  a  mighty  race.  After  a  power- 
ful struggle  against  irresistible  forces,  "  Wotan  " 
comprehends  that  the  twilight  of  the  gods  will  be 
the  dawn  of  a  more  glorious  epoch.  A  phrase  of 
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Ill 


great  dignity  gives  force  to  "  Wotan's  "  utterances. 
It  is  the  MOTIVE  OF  THE  WORLD'S  HERITAGE  : 


53. 


"  Siegfried  "  enters,  guided  to  the  spot  by  the 
bird;  "  Wotan "  checks  his  progress  with  the 
same  spear  which  shivered  "  Siegmund's  "  sword. 
"Siegfried"  must  fight  his  way  to  Brunnhilde. 
With  a  mighty  blow  the  young  Walsung  shatters 
the  spear  and  "  Wotan-"  disappears 'mid  the  crash 
of  the  Motive  of  Compact— for  the  spear  with 
which  it  was  the  chief  of  god's  duty  to  enforce 
compacts  is  shattered.  Meanwhile  the  gleam  of 
fire  has  become  noticeable.  Fiery  clouds  float 
down  from  the  mountain,  "  Siegfried  "  stands  at 
the  rim  of  the  magic  circle.  Winding  his  horn  he 
plunges  into  the  seething  flames.  Around  the 
Motive  of  Siegfried  the  Fearless  and  the  Sieg- 
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fried  Motive  flash  the  Magic  Fire  and  Loge 
Motives.  On  p.  282,  1.  3,  bar  i  the  Rhine- 
daughters'  Shout  of  Triumph  (No.  5)  will  be  found 
combined  with  the  Motive  of  Siegfried  the  Fear- 
less and — beginning  p.  284,  1.  5,  bar  3 — there  is  an 
interesting  sequence  of  the  Siegfried  Motive  and 
the  Rhine-daughters'  Shout  of  Triumph  combined 
with  the  Slumber  Motive.  "  Siegfried  "  is  seen 
ascending  the  heights. 

The  flames  having  flashed  forth  with  dazzling 
brilliancy  gradually  pale  before  the  red  glow  of 
dawn  till  a  rosy  mist  envelopes  the  scene.  When 
it  rises,  the  Valkyr's  Rock  and  "  Brimnhilde,"  in 
deep  slumber  under  the  fir  tree,  as  in  the  finale  of 
"  The  Valkyr,"  are  seen.  "  Siegfried  "  appears  on 
the  height  in  the  background.  As  he  gazes  upon 
the  scene  there  are  heard  the  Fate  and  Slumber 
Motives  and  then  the  orchestra  weaves  a  lovely 
variant  of  the  Freia  Motive,  (No.  12).  This  is 
followed  by  the  softly  caressing  strains  of  the 
Fricka  Motive  (No.  10).  "  Fricka "  sought  to 
make  "Wotan,"  faithful  to  her  by  bonds  of  love 
and  hence  the  Fricka  Motive  in  this  scene  does 
not  reflect  her  personality  but  rather  the  awakening 
of  the  love  which  is  to  thrill  "  Siegfried  "  when  he 
has  beheld  "  Briinnhilde's  "  features.  As  he  sees 
"  Briinnhilde's''  charger  slumbering  in  the  grove, 
we  hear  the  motive  of  the  Valkyr's  Ride,  and,  when 
his  gaze  is  ttracted  by  the  sheen  of  "Briinn- 
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hilde's"  armour,  the  theme  of  Wotan's  Farewell 
(p.  62,  sup.).  Approaching  the  armed  slumberer 
under  the  fir  tree  "Siegfried"  raises  the  shield 
and  discloses  the  figure  of  the  sleeper,  the  face 
being  almost  hidden  by  the  helmet. 

He  carefully  loosens  the  helmet.  As  he  takes 
it  off,  "  Briinnhilde's,"  face  is  disclosed  and  her 
long  curls  flow  down  over  her  bosom.  "  Sieg- 
fried "  gazes  upon  her  enraptured.  Drawing  his 
sword  he  cuts  through  the  rings  of  mail  on  both 
sides,  gently  lifts  off  the  corselet  and  greaves,  and 
"Brunnhilde"  in  soft  female  drapery  lies  before 
him.  He  starts  back  in  wonder.  Notes  of  im- 
passioned import — the  Motive  of  Love's  Joy — 
express  the  feelings  that  well  up  from  his  heart  as 
for  the  first  time  he  beholds  a  woman.  The  fear- 
less hero  is  infused  with  fear  by  a  slumbering 
woman.  The  Walsung  Motive,  afterwards  beau- 
tifully varied  with  the  Motive  of  Love's  Joy, 
accompanies  his  utterances,  the  climax  of  his 
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tr 


dim. 


emotional  excitement  being  expressed  in  a  majestic 
crescendo  of  the  Freia  Motive  (p.  294,  1.  4,  bar  4, 
et  seq.).  A  sudden  feeling  of  awe  gives  him  at 
least  the  outward  appearance  of  calmness.  With 
the  Motive  of  Fate  he  faces  his  destiny ;  and 
then  while  the  Freia  Motive  rises  like  a  vision  of 
loveliness,  he  sinks  over  "  Briinnhilde,"  and  with 
closed  eyes  presses  his  lips  to  hers. 

"  Brunnhilde  "  awakens.  "  Siegfried  "  starts 
up.  She  rises  and  with  noble  gesture  greets  in 
majestic  accents  her  return  to  the  sight  of  earth. 
Strains  of  loftier  eloquence  than  those  of  her  greet- 
ing have  never  been  composed.  "Brunnhilde" 
rises  from  her  magic  slumbers  in  the  majesty  of 
womanhood  (No.  54  supra). 

With  the  Motive  of  Fate  she  asks  who  is  the 
hero  who  has  awakened  her.  The  superb  Sieg- 
fried Motive  gives  back  the  proud  answer.  In 
rapturous  phrases  they  greet  one  another.  It  is 
the  MOTIVE  OF  LOVE'S  GREETING  (No.  55  infra), 
which  unites  their  voices  in  impassioned  accents 
until,  as  if  this  motive  no  longer  sufficed  to  express 
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their  ecstacy,  it  is  followed  by  the  MOTIVE  OF 
LOVE'S  PASSION  (No.  56  infra),  which,  with  the 
Siegfried  Motive,  rises  and  falls  with  the  heaving 
of  "  Brunnhilde's  "  bosom. 

These  motives  course  impetuously  through  this 
scene.  Here  and  there  we  have  others  recalling 
former  portions  of  the  cycle — the  Walsung  motive 
(p.  303,  1.  2,  bar  7),  when  "  Briinnhilde  "  refers  to 
"  Siegfried's  "  mother,  "  Sieglinde ;  "  the  Motive 
of  Brunnhilde's  Pleading  when  she  tells  him  of 
her  defiance  of  "  WotanV  behest  (p.  305,  1.  2, 
bar  3)  ;  a  variant  of  the  Walhalla  Motive  when 
she  speaks  of  herself  in  Valhall  (p.  313, 1.  3,  bar  7), 
and  the  Motive  of  the  World's  Heritage  with  which 
"  Siegfried  "  claims  her,  this  last  leading  over  to 
a  forceful  climax  of  the  Motive  of  Brunnhilde's 
Pleading,  which  is  followed  by  a  lovely,  tranquil 
episode  introduced  by  the  MOTIVE  OF  LOVE'S 
PEACE,  which  is  succeeded  (p.  319,  1.  3,  bar  1-5) 
by  a  motive,  ardent  yet  tender — the  MOTIVE  OF 
SIEGFRIED  THE  PROTECTOR  (Nos.  57  and  58 
infra). 

These  motives  accompany  the  action  most  ex- 
pressively. "  Briinnhilde  "  still  hesitates  to  cast 
off  forever  the  super-natural  characteristics  of  the 
Valkyr  and  give  herself  up  entirely  to  "  Sieg- 
fried." The  young  hero's  growing  ecstacy  finds 
expression  in  the  Motive  of  Love's  Joy. 
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(S1FGFRIED  in  an  outburst  of  the  utmost  rafiure.) 
(SIEGFRIED  in  erhabenste  Enzilcknng  ausbrechend.) 
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Molto  largamente  e  fesante. 
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Heil     der      Mut      -      -     ter,       die        dich      ge    -    bar ! 
hail      to       her who     gave      thee       to         life ! 
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At  last  it  awakens  a  responsive  note  of  purely 
human  passion  in  "Briinnhilde  and,  answering  the 
proud  Siegfried  Motive  with  the  jubilant  Shout  of 


Molto  tranquillo  e  moderato. 


57, 
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the  Valkyrs  and  the  ecstatic  measures  of  Love's 
Passion,  she  proclaims  herself  his.  Then,  as  river 
and  sea  meet  in  turbulent  billows,  so  meet  the  emo- 
tions of  "Brunnhilde"  and  "Siegfried"  in  a 
surging  flood  of  music.  As  she  clasps  him  to  her 
bosom  his  frame  quivers  with  a  joyous  thrill  and 
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in  a  glorious  burst  of  impassioned  melody  love 
rises  to  its  rapturous  climax.  "  Siegfried  "  and 
"  Briinnhilde  "  are  united  !  From  the  Valkyr, 
fearful  of  surrendering  her  virgin  purity  lest  with 
it  she  should  loose  her  goddess-like  power, 
4<  Briinnhilde  "  has  changed  to  a  woman,  swayed 
by  woman's  emotions  and  passions  and  with  that 
complete  faith  in  her  lover  which  is  perhaps  the 
most  sublime  attribute  of  woman's  love. 


THE  "  DUSK  OF  THE  GODS." 


The  "Dusk  of  the  Gods"  is  in  a  Prologue  and  three  Acts, 
THE  PROLOGUE. 

|HE  first  scene  of  the  prologue  is  a 
weirdly  effective  conference  of  the 
three  gray  sisters  of  fate — the  "  Norns  " 
who  wind  the  skein  of"  life.  They 
have  met  on  the  Valkyrs'  rock  and  their  words 
forebode  the  end  of  the  Gods.  At  last  the 
skein  they  have  been  winding  breaks — the  final 
catastrophe  is  impending.  The  chief  Motives 
heard  in  this  scene  are  the  Erda  and  Fate  Mo- 
tives, with  which  latter  it  passes  over  to  the 
second  scene — "Siegfried's"  farewell  to  "  Briinn- 
hilde." 

An  orchestral  interlude  depicts  the  transition 
rom  the  unearthly  gloom  of  the  "  Norn  "  scene 
to  break  of  day,  the  climax  being  reached  in  a 
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majestic  burst  of  music  as  "  Siegfried "  and 
"  Briinnhilde,"  he  in  full  armour,  she  leading  her 
steed  by  the  bridle,  issue  forth  from  the  rocky 
cavern  in  the  background.  The  climax  owes  its 
sublime  eloquence  to  three  motives — that  of  the 
Ride  of  the  Valkyrs  and  two  new  motives,  the  one 
as  lovely  as  the  other  is  heroic,  the  former  being 
the  BRUNNHILDE  MOTIVE  (59),  the  latter  the 
MOTIVE  OF  SIEGFRIED  THE  HERO  (60) : 


The  Briinnhilde  Motive  seems  to  express  the 
strain  of  pure,  tender  womanhood  in  the  nature 
of  the  former  Valkyr.  This  Motive  proclaims 
womanly  ecstacy  over  wholly  requited  love,  as 
distinguished  from  the  barbaric  frenzy  of  the  wild 
horse-woman  of  the  air,  as  "  Briinnhilde  "  ap- 
peared to  us  in  the  first  scene  of  the  second  act 
cf  "  The  Valkyr."  The  motive  of  Siegfried  the 
Hero  is  clearly  developed  from  the  motive  of 
Siegfried  the  Fearless.  The  fearless  youth  has 
developed  into  the  heroic  man.  Its  outburst  from 
the  orchestra  in  the  dawn  scene  almost  simul- 
taneously with  the  first  full  effulgence  of  the  day 
and  the  forthcoming  of  "  Siegfried  "  and  "  Briinn- 
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hilde"    from    the    cavern    recall    the   psalmist's 
apostrophe  of  the  tun  : 

Which  is  as  a  bridegroom  coming  out  of  his  chamber, 

It  represents  the  highest  development  of  man- 
hood. It  is  the  most  exaltedly  heroic  and  at  the 
same  time,  if  the  expression  be  allowable,  the 
most  muscular  motive  of  the  Cycle. 

In  this  scene  "Briinnhilde"  and  "Siegfried" 
plight  their  troth,  and  "  Siegfried'  having  given 
to  "  Brunnhilde"  the  fatal  ring  and  having 
received  from  her  the  steed  Grane,  which  once 
bore  her  in  her  wild  course  through  the  storm 
clouds,  bids  her  farewell  and  sets  forth  in  quest 
of  further  adventure.  This  scene  is  one  of  Wag- 
ner's most  beautiful  creations.  In  addition  to  the 
two  new  motives  already  quoted  there  occurs  a 
third — the  MOTIVE  OF  BRUNNHILDE'S  LOVE. 

When  a  woman  of  a  strong  deep  nature  once 
gives  herself  up  to  love  her  passion  is  as  strong 
and  deep  as  her  nature.  It  is  not  the  surface- 
heat  passion  that  finds  expression  in  the  French 
drama  and  the  Italian  opera  to  which  Wagner 
has  given  vent  in  the  music  of  this  scene.  It  is 
love  rising  from  the  depths  of  an  heroic  woman's 
soul.  The  grandeur  of  her  ideal  of  "  Siegfried," 
her  thoughts  of  him  as  a  hero  winning  fame,  her 
pride  in  his  prowess,  her  love  for  one  whom  she 
deems  the  braves*  among  men,  find  magnificent 


122  THE  "DUSK  OF   THE    GODS." 

expression   in   the 

7  MOTIVE  OF  BRttNN-HILDE'SLOVE: 


ei.KE'3- 

*7~~ 

On  p.  25,  1.  2,  bar.  2,  occurs  a  contracted  form 
of  the  Motive  of  Siegfried  the  Hero  which  is 
effectively  used  throughout  the  scene,  especially 
in  those  portions  where,  after  Briinnhilde  has 
given  Grane  into  his  charge,  it  is  heard  in  com- 
bination with  the  Motive  of  the  Ride  (p.  31,  1.  4, 
bar  3,  and  p.  33,  1.  3,  bar  a).  On  the  page  last 
quoted  this  combination  of  motives  is  succeeded 
by  a  sturdy  theme — a  bar  from  Siegfried's  wander- 
song  in.  the  first  act  of  "  Siegfried,"  which  forms 
the  basis  of  the  impassioned  phrases  with  which 
"Siegfried"  and  "Briinnhilde"  bid  one  another 
farewell  (p.  36,  1.  i,  beginning  at  bar  2).  "  Sieg- 
fried "  disappears  with  the  steed  behind  the  rocks 
and  "  Briinnhilde  "  stands  upon  the  cliff  looking 
down  the  valley  after  him  ;  his  horn  is  heard  from 
below  and  "  Briinnhilde  "  with  rapturous  gesture 
waves  him  her  farewell.  The  orchestra  accom- 
panies the  action  with  the  Briinnhilde  Motive,  the 
Motive  of  Siegfried  the  Fearless,  and  finally  with 
the  theme  of  the  love-duet  with  which  "  Siegfried" 
closed. 

The  curtain  then  falls  and  between  the  prologue 
and  the  first  act  we  have  an  orchestral  interlude 
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descriptive  of  "  Siegfried's "  voyage  down  the 
Rhine  to  the  castle  of  the  Gibichungs  where  dwell 
"Gunther,"  his  sister  "  Gutrune,"  and  their  half- 
brother  "  Hagen,"  the  son  of  "  Alberich.  Through 

Hagen "  the  curse  hurled  by  "  Alberich"  in 
the  "Rhinegold"  at  all  into  whose  possession 
the  ring  shall  come,  is  worked  out  to  the  end  of  its 
fell  purpose — "  Siegfried  "  is  betrayed  and  de- 
stroyed and  the  rule  of  the  gods  brought  to  an  end 
by  "  Briinnhilde's  "  expiation. 

In  the  interlude  between  the  prologue  and  the 
first  act  we  first  hear  the  brilliant  Motive  of 
Siegfried  the  Fearless  and  then  the  gracefully 
flowing  Motives  of  the  Rhine,  and  of  the  Rhine- 
daughters'  Shout  of  Triumph  with  the  Motives  of 
the  Rhinegold  and  Ring.  "  Hagan's  "  malevolent 
plotting,  of  which  we  are  so  soon  to  learn  in  the 
first  act,  is  foreshadowed  by  the  sombre  harmonies 
which  suddenly  pervade  the  music — the  Motive 
of  Renunciation  (p.  44,  1.  4)  and  a  motive  based 
on  that  of  the  Tarnhelmet  and  expressive  of  the 
NIBELUNGS'  POWER  for  evil : 


fea. 


62. 
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ACT  I. 

This  act  opens  in  the  hall  of  the  Gibichungs,  on 
the  Rhine.  "  Gunther  "  "  Hagen  "  ("  Alberich's  " 
son)  and  "Gutrune,"  the  sister  of  "  Gunther,"  are 
plotting  against  "Siegfried,"  of  whose  exploit  in 
capturing  the  ring  from  "  Fafner,"  and  freeing 
"  Brunnhilde,"  "Hagen"  knows.  "Gunther" 
is  disposed  to  be  contented  with  what  he  has,  but 
"  Hagen  "  urges  him  to  take  a  wife  and  procure  a 
husband  for  "  Gutrune,"  suggesting  that  she  give 
"  Siegfried  "  a  love-potion,  which  will  excite  him 
to  love  her  and  give  up  "  Brunnhilde "  to 
"Gunther." 

At  the  very  beginning  of  this  act  the  Hagen 
Motive  is  heard.  Particularly  noticeable  in  it  are 
the  first  two  sharp,  decisive  chords.  They  recur 
with  frightful  force  in  the  third  act  when  "  Hagen" 
slays  "Siegfried."  The  HAGEN  MOTIVE  is  as 
follows : 
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This  is  followed  by  the  GIBICHUNG  MOTIVE,  the 
two  motives  being  frequently  heard  in  the  opening 
scene  \ 
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Motives  prominent  in  earlier  scenes  and  easily 
to  be  recognized  occur  when  "  Hagen  "  describes 
the  beauty  of  "  Brimnhilde,"  and  the  power  of 
"Siegfried"  and  suggests  the  infamous  trick  by 
which  "Siegfried"  is  to  be  induced  to  win  her 
for  "  Gunther  "r-the  Motives  of  the  Ride  of  the 
Valkyrs,  of  the  Walsungs'  Heroism  (p.  49,  1.  i, 
bar  4),  of  Siegfried  the  Fearless  (p.  49, 1.  3,  bar  i) 
and  of  the  Ring,  Renunciation  and  Gold,  followed 
appropriately  by  the  motive  of  the  Nibelung's' 
Power  through  which  "  Siegfried's  "  destruction 
is  to  be  compassed  (p.  51,  1.,  i,  bar  2 — 1.  4,  bar  i). 
Added  to  these  is  the  MOTIVE  OF  THE  LOVE 
POTION  which  is  to  cause  Siegfried  to  forget 
"  Briinnhiide,"  and  conceive  a  violent  passion  for 
"  Gutrune" : 

65. 


etjressivo. 


The  notes  of  "  Siegfried's  "  horn  are  heard  in 
the  distance.  As  "  Hagen"  looks  down  the  river 
and  describes  to  "  Gunther  "  how,  with  an  easy 
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stroke,  the  hero  forces  the  boat  against  the  swift 
current,  we  hear  an  effective  combination  of  the 
Motives  of  Siegfried  the  Fearless  and  of  the 
Rhinedaughters'  Shout  of  Triumph  (p.  59,  1.  i, 
bar  i) ;  the  Nibelung-son's  boisterous  greeting  in 
answer  to  which  "  Siegfried"  lays  to  with  his 
boat  is  appropriately  followed  with  tragic  force  by 
the  Motive  of  the  Curse.  The  Siegfried  Motive 
imparts  dignity  to  the  meeting  between  the  young 
hero  and  "  Gunther."  When  "Siegfried'  asks 
"  Hagen  "  how  he  recognized  him  although  they 
had  never  met,  the  Motive  of  the  Curse,  pro- 
phetically significant,  accompanies  the  query. 
At  the  hero's  command  to  "  Hagen  "  that  he  heed- 
fully  tend  Grane  the  Briinnhilde  Motive  and  the 
Motives  of  Briinnhilde's  Love,  and  of  the  Ride  of 
the  Valkyrs  are  heard.  After  some  parley  between 
the  men,  "  Gutrune,"  who,  at  a  gesture  from 
"  Hagen,"  had  retired,  re-enters  bearing  a  drink- 
ing horn  and  approaching  "  Siegfried  "  bids  him 
welcome  in  the  GUTRUNE  MOTIVE  : 

Molto  moderate. 
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This  is  followed  by  the  Motive  of  the  Love 
Potion  and  then,  after  the  orchestra  has  murmured 
memories  of  the  love-scene  in  Siegfried,  the  young 
hero  drains  the  drinking  horn  to  "  Briinnhilde's  " 
happiness.  His  manner  suddenly  changes.  The 
Motive  of  the  Love  Potion  becomes  more  animated. 
"  Siegfried  "  regards  "  Gutrune  "  with  growing 
admiration.  He  asks  her  of  "  Gunther  "  in  mar. 
riage. 

The  Love  Potion,  which  he  quaffed  to  "  Briinn- 
hilde,"  has  effaced  all  memory  of  her.  This  is 
made  doubly  apparent  when  "  Gunther "  asks 
in  return  for  "  Gutrune's  "  hand  that  "  Siegfried," 
disguised  in  the  Tarnhelmet  as  "  Gunther,"  pene- 
trate the  fiery  barrier  and  lead  "  Briinnhilde  "  as 
bride  to  him.  "  Siegfried  "  repeats  mechanically, 
as  if  endeavouring  to  collect  his  thoughts,  "  Gun- 
ther's  "  references  to  the  rock  and  fire,  and  even 
the  mention  of  "  Briinnhilde's  "  name  awakens  no 
responsive  thrill  in  him.  He  offers  to  bring 
"  Briinnhilde  "  to  "  Gunther  "  as  bride  and  to 
unite  himself  with  the  Gibichung  by  the  sacred 
compact  of  blood-brotherhood.  Each  with  his 
sword  draws  blood  from  his  arm  which  he  allows 
to  mingle  with  wine  in  a  drinking-horn  held  by 
"  Hagen; "  each  lays  two  fingers  upon  the  horn, 
and  then,  having  pledged  blood-brotherhood,  drinks 
of  the  blood  and  wine.  This  ceremony  is  signifi- 
cantly introduced  by  the  Motive  of  the  Curse  fol- 
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lowed  by  the  Motive  of  Compact  (p.  75, 1.  3,  bar  5). 
Phrases  of  "  Siegfried's  "  and  "  Gunther's  "  pledge 
are  set  to  a  new  motive  whose  forceful  simplicity 
effectively  expresses  the  idea  of  troth.  It  is  the 
MOTIVE  OF  THE  Vow: 

67. 
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Abruptly  following  Siegfried's  pledge: 

Thus  drink  I  thee  troth, 

are  those  two  chords  of  the  "  Hagen  "  Motive 
which  are  heard  again  in  the  third  act  when  thQ 
Nibelung  has  slain  "  Siegfried." 
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"  Gunther"  and  "  Siegfried  "  enter  the  latter's 
boat,  cast  off  and  begin  their  journey  to  the  Valkyr 
Rock  where  "Siegfried"  under  the  influence  of 
the  magic  Love  Potion  is  to  forcibly  seize  his  own 
bride  and  deliver  her  to  "  Gunther."  -The  latter 
it  should  perhaps  be  stated  here,  is  not  aware  of 
the  union  which  existed  between  "  Briinnhilde  " 
and  "  Siegfried,"  "  Hagen  "  having  carefully  con- 
cealed this  from  his  half-brother  who  hence  believes 
that  he  will  receive  the  Valkyr  in  all  her  goddess- 
like  virginity. 

When  "Siegfried''  and  "Gunther"  have  de- 
parted and  "  Gutrune,"  having  sighed  her  farewell 
after  her  lover,  has  retired.  "  Hagen "  broods 
with  wicked  glee  over  the  successful  inauguration 
of  his  plot.  During  a  brief  orchestral  interlude  a 
drop  curtain  conceals  the  scene  which,  when  the 
curtain  again  rises,  has  changed  to  the  Valkyrs' 
Rock  where  sits  "  Briinnhilde,"  lost  in  contempla- 
tion of  the  Ring,  while  the  Motive  of  Siegfried  the 
Protector  (No.  58)  is  heard  on  the  orchestra  like  a 
blissful  memory  of  the  love-scene  in  Siegfried. 

Her  rapturous  reminiscences  are  interrupted  by 
the  sounds  of  an  approaching  storm  and  from  the 
dark  cloud  there  issues  one  of  the  Valkyrs,  "  Wal- 
traute"  who  comes  to  ask  of  "  Briinnhilde"  that  she 
cast  back  the  ring  into  the  Rhine  and  thus  lift  the 
curse  from  the  race  of  gods.  But  "  Briinnhilde" 

refuses : 

i 
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More  than  Walhalla's  welfare 

More  than  the  good  of  the  gods, 
The  ring  I  guard. 

From  love  I  part  not  in  life, 

No  gods  can  tear  us  asunder, 

Soon  shall  Walhalla's  walls 
Be  dust  for  the  winds  ! 

It  is  dusk.  The  magic  fire  rising  from  the 
valley  throws  a  glow  over  the  landscape.  The 
notes  of  "  Siegfried's"  horn  are  heard.  "Brunn- 
hilde  "  joyously  prepares  to  meet  him.  Suddenly 
she  sees  a  stranger  leap  through  the  flames.  It 
is  "  Siegfried,"  who  through  the  Tarn-helmet  (the 
motive  of  which  followed  by  the  Gunther  Motive 
dominates  the  first  part  of  the  scene)  has  assumed 
the  guise  of  the  Gibichung.  In  vain  "  Briinnhilde  " 
seeks  to  defend  herself  with  the  might  which  the 
ring  imparts.  She  is  powerless  against  the  in- 
truder. As  he  tears  the  ring  from  her  finger,  the 
Motive  of  the  Curse  resounds  with  tragic  import 
followed  by  trist  echoes  of  the  Motive  of  Siegfried 
the  Protector  and  of  the  Briinnhilde  Motive,  the 
last  being  succeeded  by  the  Tarnhelmet  Motive 
expressive  of  the  evil  magic  which  has  wrought 
this  change  in  "  Siegfried."  "  Brunnhilde's" 
abject  recognition  of  her  impotence  is  accompanied 
by  the  restless,  syncopated  rhythm  of  the  Nibe- 
lungs'  Malevolence  (No.  22),  as  she  enters  the 
cavern.  Before  "  Siegfried  "  follows  her  he  draws 
his  sword  Nothung  (Needful)  and  exclaims : 
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Now  Nothung,  witness  thou,  that  chaste  my  wooing  is : 
To  keep  my  faith  with  my  brother,  separate  me  from 

his  bride. 

The  music  of  this  closing  episode  is  forcefully 
graphic.  It  opens  (Piu  animato,  p.  127)  with  the 
abrupt  chords  of  the  Hagen  Motive.  These  and 
the  Motive  of  Compact  accompany  the  Sword 
Motive  when  "  Siegfried  "  draws  Nothung  (p.  127, 
1.  2,  bars  2  and  3).  Phrases  of  the  Pledge  of 
Blood-brotherhood  followed  by  the  Briinnhilde, 
Gutrune  and  Sword  Motives  accompany  his  words. 
The  abrupt  Hagen  chords  lead  to  the  Motives  of 
the  Nibelungs'  Power  and  Tarnhelmet  which  pass 
into  the  Briinnhilde  Motive.  This  rises  for  a 
moment  triumphantly  over  the  sombre,  threaten- 
ing harmonies  of  malevolence  and  sorcery.  But 
it  ends  abruptly  ;  and  the  chords  so  forcefully  ex- 
pressive of  Hagen's  vindictive  power,  with  the 
Tarnhelmet  Motive  through  which  the  thuds  of 
the  typical  Nibelung  rhythm  resound,  lead  to  the 
last  crashing  chord  of  this  eventful  act. 

ACT  II. 

The  ominous  Motive  of  the  Nibelungs'  Malevo- 
lence introduces  the  second  act.  The  curtain 
rises  upon  the  exterior  of  the  hall  of  the  Gibichungs. 
To  the  right  is  the  open  entrance  to  the  hall ;  to 
the  left  the  bank  of  the  Rhine,  from  which  rises  a 
rocky  ascent  toward  the  background.  It  is  night. 
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"  Hagen,"  spear  in  hand  and  shield  at  side,  leans 
in  sleep  against  a  pillar  of  the  hall.  Through  the 
weird  moonlight  "  Alberich  "  appears.  He  urges 
"  Hagen"  to  murder  "  Siegfried  "  and  to  seize  the 
ring  from  his  finger.  After  hearing  "  Hagen's  " 
oath  that  he  will  be  faithful  to  the  hate  he  has  in- 
herited, "  Alberich  "  disappears.  The  weirdness 
of  the  surroundings,  the  monotony  of  "  Hagen's" 
answers,  uttered  seemingly  in  sleep,  as  if,  even 
when  the  Nibelung  slumbers,  his  mind  remained 
active,  imbue  this  scene  with  awful  mystery. 
New  in  this  scene  is  the  MURDER  MOTIVE  : 
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A  charming  orchestral  interlude  depicts  the 
break  of  day.  Its  serene  beauty  is,  however, 
broken  in  upon  by  the  MOTIVE  OF  HAGEN'S  WICKED 
GLEE,  which  1  quote,  as  it  frequently  occurs  in 
the  course  of  the  succeeding  events  : 


The  Motive  of  Siegfried  the  Fearless  accom- 
panies "  Siegfried's  "  appearance.  When  "  Gu- 
trune  "  joins  him  and  "  Hagen,"  and  "  Siegfried  " 
relates  how  he  won  "Brimnhilde  "  for  "  Gunther" 
the  Motive  of  the  Tarnhelmet  is  frequently  heard 
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usually  combined  with  some  other  Motive,  f.  i., 
with  the  Motive  of  Love's  Joy  at  p.  146,  1.  4,  bar 
i  ;  with  the  Loge  Motive  (p.  145,  1.  3,  bar  2)  and 
with  the  Motive  of  the  Ride  of  the  Valkyrs  (p.  146, 
1.  i,  bar  5).  The  appropriate  use  of  these  will 
readily  be  recognised  from  the  context.  "  Sieg- 
fried "  having  led  "  Gutrune  "  into  the  hall, 
"  Hagen  "  ascends  a  rocky  height  and  loudly  sum- 
mons the  vassals  of  Gibichung.  During  the  ensuing 
bustling  noisy  scene  a  variant  of  the  Gutrune 
Motive  (p.  151,  1.  3,  bar  2),  is  employed  as  a  WED- 
DING SUMMONS  : 


70, 


A  boisterous  chorus  of  rejoicing,  barbaric  in  its 
sturdy  force,  greets  "  Gunther "  as  he  leads 
"Briinnhilde"  from  the  boat,  to  the  open  space 
before  the  hall  from  which  latter  "Siegfried," 
"Gutrune"  and  her  train  of  women  have  issued. 
Soon,  however,  the  shadow  of  impending  tragedy 
darkens  the  scene. 

When  "  Gunther  "  greets  "  Gutrune  "  and 
"  Siegfried "  with  the  Motive  of  the  Wedding 
Summons,  "  Brunnhilde "  raising  her  eyes  per- 


sempre.  f 
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ceives  "  Siegfried  "  on  whom  her  astonished  gaze 
remains  riveted.  The  Motive  of  Siegfried  the 
Hero,  the  Sword  Motive  and  the  Chords  of  the 
Hagen  Motive  emphasize  with  a  tumultuous  crash 
the  dramatic  significance  of  the  situation.  There 
is  a  sudden  hush — "  Briinnhilde"  astounded  and 
dumb,  "Siegfried"  unconscious  of  guilt  quietly 
self-possessed,  "  Gunther,"  "Gutrune"  and  the 
vassals  silent  with  amazement — it  is  during  this 
moment  of  tension  that  we  hear  the  motive  which 
expresses  the  thought  uppermost  in  "  Briinnhilde," 
the  thought  which  would  find  expression  in  a 
burst  of  frenzy  were  not  her  wrath  held  in  check 
by  her  inability  to  quite  grasp  the  meaning  of  the 
situation  or  to  quite  fathom  the  depth  of  the 
treachery  of  which  she  has  been  the  victim. 
This  is  the  MOTIVE  OF  VENGEANCE  : 


71.. 
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Tenderly  the  Gutrune  Motive,  or  rather  the 
version  of  it  which  formed  the  Wedding  Summons, 
accompanies  Brunnhilde's 

Siegfried  here  ?  Gutrune  ? 
and  "  Siegfried's"  calm  response  : 
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Gunther's  mild-eyed  sister 

Mate  to  me  as  thou  to  him. 

But  it  is  broken  in  upon  by  the  now  unbridled 
fury  of  the  Motive  of  Vengeance  (p.  181,  1.  3,  bar 
i).  Then,  again  dazed  and  still  incredulous, 
"Briinnhilde  "  totters  and  is  saved  from  falling 
only  by  "  Siegfried  "  who  supports  her.  Looking 
up  to  him  as  she  did  when  his  being  thrilled  with 
love  of  her,  she  tenderly  asks  him,  while  the 
Brunnhilde  Motive  adds  to  the  pathos  of  the 
scene,  if  he  does  not  recognise  her.  Suddenly  she 
sees  the  ring  upon  his  finger.  The  crashing  chords 
of  the  Ring  Motive  are  followed  by  the  Motive  of 
the  Curse.  "  Bunnhilde  "  now  realises  the  enor- 
mity of  "Siegfried's"  treachery — it  must  have 
been  he,  not  "  Gunther,"  who  overcame  her. 
She  hurls  her  accusation  at  "Siegfried"  with 
versions  of  the  Motive  Vengeance  in  which  the 
wrath  of  injured  womanhood  seems  to  attain  its 
most  frenzied  expression  (p.  185,  1.  3,  bars  i  and 
2 ;  and  p.  186,  1.  i,  bar  3  and  1.  2,  bar  i).  When 
she  invokes  the  gods  to  witness  her  humiliation 
the  Walhalla  Motive  is  heard  This  is  followed 
(p.  190,  1.  2,  bar  6)  by  the  touchingly  pathetic 
Motive  of  Briinnhilde's  Pleading,  which,  however, 
soon  gives  way  to  the  Motive  of  Vengeance  when 
she  calls  upon  the  gods  to  give  her  vengeance 
commensurate  with  her  wrong. 

"Brunnhilde  "   accuses  "  Siegfried  "  of  a  three- 
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fold  crime — of  deserting  her,  of  treachery  toward 
"  Gunther  "  in  concealing  from  him  that  she  had 
been  his  ("  Siegfried's  ")  mate  and  of  wronging 
"Gutrune"  in  wedding  her  when  he  had  been 
already  mated.  "Brtinnhilde,''  knowing  naught 
of  the  love-potion  which  has  caused  "  Siegfried" 
to  forget  his  night  of  love  with  her  and  to  conceive 
a  violent  passion  for  "Gutrune,"  thirsts  for  re- 
venge upon  him  for  his  treachery.  Her  righteous 
wrath  is  intensified  by  jealousy  of  "  Gunther's  " 
sister  for  whom  she  believes  herself  to  have  been 
deserted.  "Gunther"  and  "Gutrune"  are  also 
aroused,  for  "  Hagen  "  carefully  concealed  from 
them  all  knowledge  of  the  relations  between 
"  Siegfried  "  and  "  Brunnhilde,"  and  they  believe 
that  "  Siegfried  "  exercised  the  nuptial  privilege 
the  night,  when  disguised  as  "  Gunther,"  he  over- 
came "  Brunnhilde  " — that  he  has  been  unfaithful 
to  "  Gutrune"  and  has  broken  his  vow  of  Blood- 
brotherhood  with  "  Gunther." 

"Siegfried"  takes  oath  that  "  Bninnhilde's " 
accusation  is  false ;  "  Brunnhilde  "  swears  that  it 
is  true.  The  taking  of  the  oath  is  introduced  by 
the  Motive  of  Vengeance. 

"Siegfried"  swears  upon  "  Hagen's "  spear. 
Hence  the  fitness  of  the  Murder  Motive  and  of  the 
sharp,  decisive  chords  of  the  Hagen  Motive.  As 
"  Brunnhilde "  takes  the  oath  the  Valkyr  music 
courses  through  the  orchestra.  All  her  wild  Val- 
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kyr  nature  seems  unloosed.  "  Siegfried's  oath 
allays  "  Gutrune's  "  suspicions.  The  tension  of 
the  scene  is  relaxed  by  the  glad  measures  of  the 
Wedding  Summons.  "  Siegfried,"  throwing  his 
arm  round  "  Gutrune,"  draws  her  joyously  with 
him  into  the  hall  whither  they  are  followed  by  the 
vassals  and  women. 

"  Brunnhilde,"  "  Hagen  "  and  "Gunther"  re- 
main behind.  The  Vengeance  and  Murder 
Motives  and  the  Motive  of  the  Vow  dominate  the 
ensuing  scene.  "  Hagen  "  offers  to  be  the  execu- 
tioner of  "  Briinnhilde's  "  and  "  Gunther's  "  ven- 
geance. Music  and  action  fairly  seethe  with 
excitement.  In  a  trio  through  which  fierce,  re- 
vengeful passions  surge,  "  Brunnhilde,"  "  Hagen  " 
and  "Gunther"  swear  vengeance  upon  "  Sieg- 
fried." From  this  outburst  of  wrath  they  turn  to 
behold  "Gutrune's"  bridal  procession  issuing 
from  the  hall.  The  valley  of  the  Rhine  re-echoes 
with  glad  sounds — but  it  is  the  Murder  Motive 
which  brings  the  act  to  a  close. 

ACT  III. 

This  act  plays  on  the  banks  of  the  Rhine- 
where  stands  "  Siegfried,"  baffled  in  his  pursuit  of 
the  game.  "  Hagen  "  has  arranged  that  "  Sieg- 
fried "  shall  be  slain  at  a  hunt  and  brought  home 
as  if  wounded  by  a  boar.  While  "Siegfried" 
stands  on  the  bank  of  the  Rhine,  the  Rhine- 
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daughters  appear  to  him  and  promise  to  bring 
game  in  his  way  if  he  will  give  them  the  ring.  He 
refuses  and  they  disappear,  leaving  him  to  his 
fate.  For  charming  badinage  this  scene  can  be 
compared  only  with  the  opening  scene  in  "The 
Rhinegold."  The  ripples  of  a  lovely  river  do  not 
exceed  in  grace  the  music  with  which  Wagner 
has  adorned  this  episode. 

Distant  hunting  horns  are  heard.  "  Gunther," 
"  Hagen"  and  their  attendants  gradually  assemble 
and  encamp  themselves.  "  Hagen  ''  fills  a  drink- 
ing horn  and  hands  it  to  "  Siegfried  "  whom  he 
persuades  to  relate  the  story  of  his  life.  This 
"Siegfried"  does  in  a  wonderfully  picturesque, 
musical  and  dramatic  story  in  which  motives, 
often  heard  before,  charm  us  anew.* 

In  the  course  of  the  narrative  he  refreshes  him- 
self by  a  draught  from  the  drinking  horn  into 
which  meanwhile  "  Hagen  "  has  pressed  the  juice 
of  a  herb.  Through  this  the  effect  of  the  Love 
Potion  is  so  far  counteracted  that  tender  mem- 
ories of  "  Briinnhilde  "  well  up  within  him  and  he 
tells  with  artless  enthusiasm  how  he  won  her. 
"  Gunther"  springs  up  aghast  at  this  revelation. 
Now  he  knows  that  "  Briinnhilde's  "  accusation 
was  true. 

*  Nibelung,  Sword,  Dragon,  Forest-Weaving,  Tarnhelmet, 
Briinnhilde's  Love,  Briinnhilde,  Magic  Fire  and  Briinn- 
hilde's  Greeting. 
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Two  ravens  fly  overhead.  As  "  Siegfried  " 
turns  to  look  after  them  the  Motive  of  the  Curse 
resounds  and  "  Hagen  "  plunges  his  spear  into 
the  young  hero's  back.  "  Gunther "  and  the 
vassals  throw  themselves  upon  "  Hagen."  The 
Siegfried  Motive,  cut  short  with  a  crashing  chord, 
the  two  murderous  chords  of  the  Hagen  Motive 
forming  the  bass— and  "  Siegfried/'  who  with  a 
last  effort  has  heaved  his  shield  aloft  to  hurl  it  at 
"  Hagen,"  lets  it  fall  and,  collapsing,  drops  upon 
it.  So  overpowered  are  the  witnesses  by  the 
suddenness  and  enormity  of  the  crime  that  after  a 
few  disjointed  exclamations,  they  gather,  bowed 
with  grief,  around  "  Siegfried,"  "  Hagen  "  with 
stony  indifference  turns  away  and  disappears  over 
the  height. 

With  the  fall  of  the  last  scion  of  the  Walsung 
race  we  hear  a  new  motive,  simple  yet  indescrib- 
ably fraught  with  woe — the  DEATH  MOTIVE  (p. 
296,  1.  4,  bars  i  and  2). 

"Siegfried"  supported  by  two  men  rises  to  a 
sitting  posture  and  with  a  strange  rapture  gleam- 
ing in  his  glance  intones  his  death:song.  It  is  an 
ecstatic  greeting  to  "  Briinnhilde."  "  Brimn- 
hilde ! "  he  exclaims,  "  thy  wakener  comes  to 
wake  thee  with  his  kiss."  The  ethereal  harmonies 
of  the  Motive  of  Briinnhilde's  Awakening,  the 
Motive  of  Fate,  the  Siegfried  Motive  swelling  into 
the  Motive  of  Love's  Greeting  and  dying  away 
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through  the  Motive  of  Love's  Passion  to  "  Sieg- 
fied's"  last  whispered  accents— "  Briinnhilde" 
beckons  to  me " — in  the  Motive  of  Fate — and 
"  Siegfried  "  sinks  back  in  death. 

Full  of  pathos  though  this  episode  be  it  but 
brings  us  to  the  threshold  of  a  scene  of  such  over- 
whelming power  that  it  may  without  exaggeration 
be  singled  out  as  the  supreme  musical-dramatic 
effect  in  all  that  Wagner  wrought  and  hence  the 
supreme  effect  in  all  music.  "  Siegfried's  "  last 
ecstatic  greeting  to  his  Valkyr  bride  has  made  us 
realize  the  blackness  of  the  treachery  which  tore 
the  young  hero  and  "  Brunnhilde  '  asunder  and 
led  to  his  death ;  and  now  as  we  are  bowed  down 
with  a  grief  too  deep  for  utterance — like  the  grief 
with  which  a  nation  gathers  at  the  grave  of  its 
noblest  hero — Wagner  voices  for  us  in  music  of 
overwhelmingly  tragic  power  feelings  which  are 
beyond  expression  in  human  speech.  This  is  not 
a  funeral  march,  as  it  is  often  absurdly  called — it 
is  the  awful  mystery  of  death  itself  expressed  in 
music. 

Motionless  with  grief  the  men  gather  around 
"  Siegfried's "  corpse.  Night  falls.  The  moon 
casts  a  pale,  sad  light  over  the  scene.  At  the 
silent  bidding  of  "  Gunther  "  the  vassals  raise  the 
body  and  bear  it  in  solemn  procession  over  the 
rocky  height.  Meanwhile  with  majestic  solemnity 
the  orchestra  voices  the  funeral  oration  of  the 
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"  world's  greatest  hero."  One  by  one,  but  tragi- 
cally interrupted  by  the  Motive  of  Death,  we  hear" 
the  motives  which  tell  the  story  of  the  Walsungs' 
futile  struggle  with  destiny — the  Walsung  Motive, 
the  Motive  of  the  Walsung's  Heroism,  the  Motive 
of  Sympathy  and  the  Love  Motive,  the  Sword 
Motive,  the  Siegfried  Motive  and  the  Motive  of 
Siegfried  the  Hero,  around  which  the  Death 
Motive  swirls  and  crashes  like  a  black,  death- 
dealing,  all-wrecking  flood,  forming  an  overwhelm- 
ingly powerful  climax  that  dies  away  into  the 
Briinnhilde  Motive  with  which,  as  with  a  heart 
broken  sigh,  the  heroic  dirge  is  brought  to  a  close. 

Meanwhile  the  scene  has  changed  to  the  Hall 
of  the  Gibichungs  as  in  the  first  act.  "Gutrune" 
is  listening  through  the  night  for  some  sound 
which  may  announce  the  return  of  the  hunt. 

Men  and  women  bearing  torches  precede  in 
great  agitation  the  funeral  train.  "  Hagen  "  grimly 
announces  to  "  Gutrune "  that  "Siegfried"  is 
dead.  Wild  with  grief  she  overwhelms  "  Gunther  " 
with  violent  accusations.  He  points  to  "  Hagen  " 
whose  sole  reply  is  to  demand  the  ring  as  spoil. 
"  Gunther  "  refuses.  "  Hagen  "  draws  his  sword 
and  after  a  brief  combat  slays  "  Gunther."  The 
victorious  Nibelung  is  about  to  snatch  the  ring 
from  "Siegfried's"  finger,  when  the  corpse's  hand 
suddenly  raises  itself  threateningly,  and  all — even 
"  Hagen  " — fall  back  in  consternation. 
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''  Briinnhiide  "  advances  solemnly  from  the  back. 
While  watching  on  the  bank  of  the  Rhine  she  has 
learned  from  the  Rhine-daughters  the  treachery  of 
which  she  and  "  Siegfried  "  have  been  the  victims. 
Her  mien  is  ennobled  by  a  look  of  tragic  exalta- 
tion. To  her  the  grief  of  "  Gutrune  "  is  but  the 
whining  of  a  child.  When  the  latter  realizes  that 
it  was  "  Brunnhilde  "  whom  she  caused  "  Sieg- 
fried "  to  forget  through  the  love-potion,  she  falls 
fainting  over  "  Gunther's  "  body.  "  Hagen  "  lean- 
ing on  his  spear  is  lost  in  gloomy  brooding. 

11  Brunnhilde  "  turns  solemnly  to  the  men  and 
women  and  bids  them  erect  a  funeral  pyre.  The 
orchestral  harmonies  shimmer  with  the  Magic  Fire 
Motive  through  which  courses  the  Motive  of  the 
Ride  of  the  Valkyrs.  '  Then,  her  countenance 
transfigured  by  love,  she  gazes  upon  her  dead 
hero  and  apostrophizes  his  memory  in  the  Motive 
of  Love's  Greeting.  From  him  she  looks  upward 
and  in  the  Walhalla  Motive  and  the  Motive  of 
Briinnhilde's  Pleading  passionately  inveighs 
against  the  injustice  of  the  gods.  The  Curse 
Motive  is  followed  (p.  326,  1.  2,  bar  |)  by  a  won- 
derfully beautiful  combination  of  tue  Walhalla 
Motive  and  the  Motive  of  the  God's  Stress  at 
"  Briinnhilde's  "  words  : 

Rest  thee !  Rest  thee !  O,  God  ! 
For,  with  the  fading  away  of  Walhalla,  and  the 
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inauguration  of  the  reign  of  human  love  in  place 
of  that  of  lust  and  greed — a  change  to  be  wrought 
by  the  approaching  expiation  of  "Briinnhilde" 
for  the  crimes  which  began  with  the  wresting  of 
the  Rhinegold  from  the  Rhine-daughters — 
"  Wotan's  "  stress  will  be  at  an  end.  "  Briinn- 
hilde "  having  told  in  the  graceful,  rippling  Rhiny 
music  how  she  learned  of  "  Hagen's  "  treachery 
through  the  Rhine-daughters,  places  upon  her 
finger  the  ring.  Then  turning  toward  the  pyre 
upon  which  Siegfried's  body  rests,  she  snatches 
a  huge  fire-brand  from  one  of  the  men.  Flinging 
it  upon  the  pyre,  which  kindles  brightly,  she 
hurries  toward  Grane.  As  the  moment  of  her  im- 
molation approaches  the  Motive  of  Expiation 
begins  to  dominate  the  scene  (p.  333,  1.  i,  bar  2). 
It  wings  its  flight  higher  and  higher  until  it 
seems  to  have  soared  to  the  height  of  emotional 
exaltation.  "Briinnhilde"  swings  herself  upon 
Crane's  back,  and  with  a  mighty  bound  the  steed 
bears  his  noble  rider  into  the  blazing  pyre.  Men" 
and  women  in  extreme  terror  crowd  into  the  fore- 
ground. Suddenly  the  Rhine  is  seen  to  overflow, 
and  borne  on  the  flood  the  Rhine-daughters  swim 
to  the  pyre  and  reclaim  the  ring.  "  Hagen  "  plunges 
madly  after  them  into  the  flood  and  they  draw 
him  down  with  them.  A  deep  glow  illumines  the 
heavens.  It  is  the  dusk  of  the  gods.  Walhalla 
is  seen  enveloped  in  flames.  Once  more  the 
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Walhalla  Motive  resounds  majestically.  But  the 
Motive  of  Expiation  breaks  in  upon  it  with  over- 
whelming power.  For  the  last  time  we  hear  the 
Siegfried  Motive  and  then  with  the  Motive  of 
Expiation  a  new  era — that  of  human  love — rises 
in  all  its  glory  from  the  ruins^of  the  empire  of  the 
gods. 


THE  END. 
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MARKHAM  (0.),  HANDBOOK    TO    FRENCH  HALL 

MARKS  ON  GOLD  AND  SILVER  PLATE.    ILus- 

__Jraied.__Crown,_8vo,  cloth,  53.  1900 

COBBETT  (W),  RURAL  RIDES  in  the  Counties  of 
Surrey,  Kent,  Sussex,  Hants.,  Wiltp.,  Gloucestershire, 
etc.,  edited  with  Life,  New  Notes,  aud  the  addition  ot 
a  copious  Index,  New  Edition  by  PITT  COBBETT,  map 
and  portrait,  2  vols,  cr.  8vo  (xlviii.  and  806  pp.),  clotti 
gilt,  12?.  6d. 

Cobbett's  "Rural  Rides  "is  to  us  a  delightful  book,  but  it  is  one  which 
few  people  know,  We  are  not  sure  that  up  to  the  present  time  it  was  im- 
possible to  get  a  nice  edition  of  it,  We  are  therefore  glad  to  see  ihat  Messrs. 
Keeves  &  Turner's  recently  published  edition  is  a  very  creditable  production 
— two  handy  well-filled  volumes, — Gardening, 

KEATS  (John),  THE  POETICAL  WORKS  OF  JOHN 
KEATS  (large  type),  given  from  his  own  Editions  and 
other  Authentic  Sources,  and  collated  with  manv 
Manuscripts,  edited  by  H.  Buxton  Forman,  portrait, 
SEVENTH  EDITION,  8  pp.,  cr.  8vo,  buckram,  ys.  6d. 

THE  LETTERS  OF  JOHN  KEATS  (Large  type),  Com- 
plete Revised  Edition,  with  a  Portrait  not  published  in 
previous  Editions  and  24  Contemporary  Views  of 
Places  visited  by  Keats,  Edited  by  H.  Duxton  Forman, 
519  pages,  cr.  8vo,  buckram,  8s. 

LORD  CHESTERFIELD'S  LETTERS  TO  HIS  SON.— 

Edited  with  Occasional  Elucidatory  Notes,  Translations 
of  all  the  Latin,  French  and  Italian  Quotations,  and 
a  Biographical  Notice  of  the  Author.  By  Chas.  Stokes 
Carey,  2  vols,  cr.  8vo,  bevelled  cloth,  IPS.  6d. 

FLAGELLATION    AND    THE    FLAGELLANTS,    A 

History  of  the  Rod,  in  all  Countries  by  the  Rev,  W.  M. 
Cooper,  Plates  and  Cuts,  thick  cr.  8vo,  cloth,  73. 6d.  (pub. 

128.  6d.) 

THE  AWAKENING  OF  WOMEN :  or  Woman's  Part  in 
Evolution,  by  Frances  Swmey,  crown  8vo,  cloth,  ^s.net 

"  Strong  and  soul-stirring The  Book  of  the  age  on  the  woman 

question." — The  Woman's  Tribune. 

It  is  most  carefully  thought  out  .  ,  .  ,  The  authorities  quoted  all  seem 
to  point  to  the  fact  that  woman  is  more  highly  evolved  than  m*u<—Mr$.Ada 
Ballin,  Editor  of  ''  WOMANHOOD." 
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SHELLEY'S  PRINCIPLES  has  time  refuted  or  confirmed 
them,  a  Retrospect  and  Forecast,  by  H.  S.  Salt,  post 
8vo,  is. 

PERCY  BYSSHE  SHELLEY,  Poet  and  Pioneer,  a  Bio- 
graphical Study  by  H.  S.  Salt,  etched  portrait,  cr.  8vo, 
cloth,  35.  6d. 

SHELLEY  LIBRARY  (The),  An  Essay  in  Bibliography, 
by  H.  Buxton  Forman,  Shelley's  Books,  Pamphlets 
and  Broadsides,  Posthumous  Separate  Issues,  and 
Posthumous  Books,  wholly  or  mainly  by  him,  127  pp,, 
8vo,  parts  i  and  2,  wrappers,  35.  6d.  each. 

A  SHELLEY  PRIMER,  By  H.  S.  Salt,  cr.   8vo,   bds' 

2S.  6d. '• 

SHELLEY  (Percy  Bysshe),  THE  POETICAL  WORKS 

(in  large  type),  given  from  his  own  Editions  and 
other  Authentic  Sources,  collated  with  many  MSS., 
and  with  all  Editions  of  Authority,  together  with  his 
Prefaces  and  Notes,  his  Poetical  Translations  and 
Fragments,  and  an  Appendix  of  Juvenalia,  Edited  by 
H.  Buxton  Forman,  with  the  Notes  of  Mary  Woll- 
stonecraft  Shelley,  fine  etched  portrait,  2  vols.,  cr.  8vo, 
cloth  (with  Design  in  Gold  on  cover  by  Rossetti),  I2S. 
Fourth  Edition  in  the  press. 

SIDONIA  THE  SORCERESS,  by  William  Meinhold. 
Translated  by  Lady  Wilde,  with  the  Amber  Witch, 
translated  by  Lady  Duff  Gordon,  in  2  vols.,  crown  8vo, 
8s.  6d. 1894 

THOMSON  (James,  "B.    V."),  POETICAL   WORKS, 

The  City  of  Dreadful  Night,  Vane's  Story,  Weddah 
and  Om-el-Bonain,  Voice  from  the  Hell,  and  Poetical 
Remains,  Edited  by  B.  Dobell,  with  Memoir  and  Por- 
trait, 2  vols,  thick  cr.  8vo,  cloth,  I2S.  6d. 

THOMSON  (James,  "  B.  V."),  BIOGRAPHICAL  AND 
CRITICAL  STUDIES,  483  pages,  cr.  8vo.  cloth.  6a. 

LIFE  OF  DAVID  GARRICK,  by  J.  Smyth,  post  8vo, 
boards,  is. 

RUDIMENTS  OF  GREEK  GRAMMAR,  by  E.  Wetten 
hall,  D.D.,  translated  by  Rev.  G.  N.  Wright,  numerous 
annotations  and  Questions  for  Examination,  by  Rev. 
G.  B.  Wheeler,  35. 
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COMTE  (Auguste),  A  Discourse  on  the  Positive  Spirit^ 
Explanatory  Notes  by  E.  S.  Beesly,  M.A.,  cr.  8vo,  clotn, 

25.  net. 

OUTSPOKEN  ESSAYS  ON  SOCIAL  SUBJECTS  :    By  Ernest 

Belfort  Bax,  cr.  8vo,  cloth,  2s.  6d. 
A  CREED  FOR  CHRISTIAN  SOCIALISTS,  with  Expositions 

by  Charles  William  Stubbs,  D.D.  (The  Dean  of  Ely). 

Cr.  Svo,  cloth,  as.  (paper,  is.) 

COMTE  (Auguste),  General  View  of  Positivism,  trans- 
lated  by  J.  H.  Bridges.  2nd  Edition,  cr.  8vo,  cloth,  2?.  6d. 

THE  SOCIAL  ASPECTS  OF  CHRISTIANITY,  and  other 
Essays  by  Richard  T.  Ely,  Ph.D.  Cr.  8vo,  cloth,  2s. 
(paper,  is.) 

PROGRESS  AND  POVERTY,  by  Henry  George.  Cloth' 
is.  6d.,  (paper,  is.)  or  Cabinet  Edition,  cloth,  2s.  6d. 

KARL  MARX'S  THEORY  OF  VALUE  (Complete),  forming 
the  First  9  Chapters  of  "  Capital."  Cr.  8vo,  cloth,  28. 
(paper,  is.) 

LOOKING  BACKWARD,  by  Edward  Bellamy,  with 
copious  Index  and  Portrait.  Limp  cloth,  is.  6d.,  Cabinet 
Edition,  Steel  Portrait,  2S.  6d.  (also  cheap  editions, 
paper  covers,  6d.  and  is.) 

CO-OPERATIVE      COMMONWEALTH  :       Exposition     of 

Modern  Socialism,  by  L.  Gronlund.     English  Edition. 

Third  Edition.     Edited  by  B.  Shaw.     Cr.  Svo,  cloth,  2s. 

(paper,  is.) 
TENNYSON  AS  A  THINKER,  by  Henry  S.  Salt,  paper. 

6d.  (or  large  paper  copies,  is.  6d.) 

PATRIOTISM  AND  CHRISTIANITY,  by  Count  Leo  Tolstoy. 

Cr.  Svo,  cloth,  is.  (paper,  6d.) 

LAWS   OF   ETERNAL    LIFE  :    Being   Studies   in   the 

Church  Catechism  by  Rev.  Stewart  D.  Headlam.    Cr. 

Svo,  cloth,  2s.  (paper,  is.) 

LONDON  ROOKERIES  AND  COLLIER'S  SLUMS. — A  Plea 
for  More  Breathing  Room.  By  Robert  Williams, 
A.R.  I.B.A.,  with  numerous  Diagrams,  sm.  sewed,  is. 

MORE  LIGHT  AND  AIR  FOR  LONDONERS. — By  Robert 
Williams,  A.R.I.B.A.,  with  numerous  Diagrams,  sm.  4to, 
sewed,  IF. 
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RUSKIN'S  NOTES  OF  THE  PICTURES  OF  MR.  HOLMAN 
HUNT,  Exhibited  at  the  Rooms  of  the  Fine  Art  Society, 
1886,  with  Criticisms  by  John  Ruskin  and  other  Com- 
ment?, sewed,  8vo,  is. 

RUSKIN'S  NOTES  ON  SOME  OF  THE  PRINCIPAL  PICTURES 
OF  SIR  JOHN  EVERETT  MILLAIS,  Exhibited  at  the 
Grosvenor  Gallery,  1886,  with  a  Preface  and  Original 
and  Selected  Criticisms  by  John  Ruskin  and  other 
Comments,  8vo,  sewed,  is. 

WHAT  is  PROPERTY  1  An  Inquiry  into  the  Principle 
of  Right  and  of  Government  bv  P.  J.  PROUDHON,  Trans- 
lated by  B.  R.  TUCKER,  crown  8vo,  cloth,  33.  6d. 

DISCOURSES  ON  POSITIVE  RELIGION  :  By  J.  H. 
Bridges,  M.B.,  Serond  Edition  Revised  and  Enlarged, 
8vo,  boards,  is. 

RENT,  INTEREST  AND  WAGES,  or  the  Real  Bearings 
of  the  Land  Question.  By  Michael  Fliirscheim.  Third 
Edition,  Revised,  cr.  8vo,  paper  is.  (cloth  2s.) 

|      HISTORICAL,  BIOGRAPHICAL  WORKS,  ETC- 

MUSICAL  HISTORY  AND  BIOGRAPHY  (Revised  Edition  to 
1903).  By  F  J.  Crow^st,  post  8vo,  sewed  is.  (cloth,  2S.) 

MAKERS  OF  Music,  Biographical  Sketches  of  the 
Great  Composers,  With  Chronological  Summaries  of 
their  Works,  and  Facsimiles  from  Musical  MSS.  of 
Bach,  Handel,  Purcell,  Dr.  Arne,  Gluck,  Haydn,  Mozart, 
Beethoven,  Weber,  Schubert,  Berlioz,  Mendelssohn! 
Chopin,  Schumann,  Wagner,  Verdi, Gounod,  Brahms  and 
Oreig,  with  General  Chronological  Table.  By  R.  Far- 
quharson  Sharp,  Portrait  of  Purcell,  Second  Edition,  cr 
8vo,  cloth,  53. 

How  TO  MANAGE  A  CHORAL  SOCIETY.  By  N.  Kil- 
burn,  2nd  Edition,  post  8vo.,  6d. 

WAGNER'S  PARSIFAL  and  the  Bayreuth  Fest-Spiel- 
haus.  By  N.  Kilburn,  cr.  8vo.,  6d. 

WAGNER,  A  Sketch  of  his  Life  and  Works,  by  N. 
Kilburn,  6d. 

WOMAN  AS  A  MUSICIAN,  an  art  Historical  Study  by 
F.  R.  Ritter,  8vo.,  is. 

SIXTY  YEARS  OF  Music  :  A  Record  of  the  Art  in  Eng- 
land during  the  Victorian  Era,  containing  70  Portrait, 
of  the  most  Eminent  Musicians,  oblong  quarto,  boards, 
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CHERUBINI,  Memorials  illustrative  of  his  Life,  by  E» 
Bellasis,  tbick  cr.  8vo,  cloth,  6s. 

THE  BACH  LETTERS.  Letters  of  Samuel  Wesley, 
relating  to  the  Introduction  into  England  of  the  Works 
of  Bach.  Ed.  by  E.  Wesley.  2nd  Edition,  8vo,  cl.,  2s.  6d. 

MEZZOTINTS  IN  MODERN  Music,  Brahms,  Tchaikov- 
sky, Chopin,  Strauss,  Liszt,  and  Wagner,  By  Jas.  Hune- 
ker,  cr.  8vo,  cloth,  gilt  top,  js.  6d. 

SKETCHES  OF  ENGLISH  GLEE  COMPOSERS,  Historical, 
Biographical  and  Critical  (From  about  1735-1866),  by  D. 
Baptie,  post  8vo,  cloth,  53. 

HISTORY  OF  HUNGARIAN  Music,  by  J.  Kaldy  (Director 
of  the  Royal  Hungarian  Opera),  cr.  8vo,  bevelled  cloth, 
as.  6d.  net. 

FRANZ  LISZT,  by  T.  Carlaw  Martin,  6d. 

HALF  A  CENTURY  OF  Music  IN  KNGLAND,  1837-1887,. 
By  F.  Hueffer,  8vo,  cloth,  35.  6d.  (pub.  8s.  6d.) 

TEMPLETON  AND  MALIBRAN  :  Reminiscsnces  of  these 
Renowned  Singers,  with  Original  Letters  and  Anecdotes, 
3  Authentic  Portraits  by  Mayall,  8vo,  cloth,  2s.  6d. 

BALFE,  His  Life  and  Works,  by  W.  A.  Barrett,  cr. 
8vo,  bevelled  cloth,  33.  6d.  (pub.  75.  6d.) 

STATHAM  (H.  H.),  Form  and  Design  in  Music,  a 
Brief  Outline  of  the  ^Esthetic  conditions  of  the  Art,  ad- 
dressed  to  general  Readers  (in  a  readable  Literary  form. 
...  in  everyday  language),  8vo,  cloth,  2s  (pub.  55.) 

BEETHOVEN,  by  Richard  Wagner,  with  a  Supplement 
from  the  Philosophical  Works  of  Arthur  Schopenhauer, 
trans,  by  Edward  Dannreuther,  2nd  Ed.,  cr.  8vo,  cl.,  6s. 

CHOPIN,  LIFE  OF,  by  Franz  Liszt,  new  and  very  much 
Enlarged  Edition,  Englished  in  full  now  for  the  first  time 
by  John  Broadhouse,  cr.  8vo,  cloth,  6s. 

WAGNER,  Der  Ring  des  Nibelungen,  being  the  story 
concisely  told  of  Das  Rhinegold,  Die  Walkiire,  Siegfried 
and  Gotterdammerung,  by  N.  Kilburn,  post  8vo,  gd. 

Box  (C.),  Church  Music  in  the  Metropolis,  its  Past 
and  present  Condition,  with  Notes  Critical  and  Explana- 
tory, post  8vo,  cloth,  33. 

THE  PAST  AND  THE  FUTURE,  INAUGURAL  LECTURE  AT 
GRESHAM  COLLEGE,  Nov.   1890,  by  J.  Frederick  Bridge. 
Mus.  Doc.,  cr.  8vo,  sewed,  6d. 
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ENGLISH  HYMN  TUNES  from  the  i6th  Century  to  the 

Present  Time,  by  the  Rev.  A.  W.  Malim,  containing  21 

Musical  Illustrations,  8vo,  sewed,  is. 
BEETHOVEN,  Life  of,  by  Louis  Nohl,  translated  by 

John  J.  Lalor,  2nd  Edition,  cr.  8vo,  bevelled  cloth,  gilt 

edges,  33.  6d. 
ENGLISH  GLEE  AND  MADRIGAL  WRITERS,  by  W.  A. 

Barrett,  8vo,  cloth,  2s.  6d. 
LIFE  AND  WORKS  OF  HANDEL.    By  A.  Whittingham. 

is.  (cloth,  is.  6d.) 
LIFE  AND  WORKS  OF  MOZART.    By  A.  Whittingham. 

is.   cloth,  is.  6d.) 
.BEETHOVEN  DEPICTED  BY  HIS  CONTEMPORARIES,  by 

Ludwig  Nohl,  translated  by  E.  Hill,  2nd  Edition,  thick 

cr.  8vo,  cloth,  75.  6d. 


DICTIONARY  OF  MUSICIANS,  (Cocks')  New  and  En- 
larged Edition  brought  completely  up  to  date,  post  8vo, 
sewed,  is.,  cloth,  is.  6d. 

Music,  A  First  Book  for  Beginners  embodying  the 
most  recent  English  and  Continental  Teaching  by  a 
Professor  [Alfred  Whittingham] ,  post  8vo,  4d. 

The  two  principal  objects  kept  in  view  in  writing  this  little  book  were 
Thoroughness  of  Definition  and  Regular  Order  in  the  arrangement  of  Sub- 
jects. It  differs  from  all  other  similar  Works  in  that  all  the  Technical 
Terms  in  Music  are  introduced  in  the  Answers  not  in  the  Questions. 

COUNTERPOINT  :  A  Simple  and  Intelligible  Treatise, 
Containing  the  most  Important  Rules  of  all  Text  Books, 
in  Catechetical  Form ;  (Forming  an  Answer  to  the 
Question  •'  What  is  Counterpoint  ?  ")  Intended  for  Be- 
ginners. By  A.  Livingstone  Hirst,  cr.  8vo,  sewed,  gd. 

DICTIONARY  OF  2500  BRITISH  MUSICIANS,  from  the 
Earliest|Times,  by  F.  J.  Crowest,  cr.  8vo,  stiff  cover,  is. 

MANUAL  OF  MUSICAL  HISTORY,  from  the  Epoch  of 
Ancient  Greece  to  our  present  time  by  Dr.  F.  L.  Ritter, 
2nd  Edition,  cr.  8vo,  cl.,  2s.  6d. 

ON  CONDUCTING,  by  Richard  Wagner,  translated  by 
E.  Dannreuther,  Second  Edition,  cr.  8vo.  cloth,  53. 

DUDLEY  BUCK'S  Complete  Pronouncing  Dictionary  of 
Musical  Terms.  By  Dr.  Dudley  Buck.  Third  Edition  with 
the  Pronunciation  of  each  Term  accurately  given,  cr,  SYO,  paper 
cover  6d  ,  (cloth  Is). 
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THE  STUDENT'S  HELMHOLTZ,  Musical  Acoustics  or 

the  Phenomena  of  Sound  as  connected  with  Music,  by 

John  Broadhouse,  with  more  than  100  Illustrations,  3rd 

Edition,  cr.  8vo,  cloth,  73.  6d. 
THE    STUDENT'S    HISTORY   OF   Music.     History  of 

Music,  from  the  Christian  Era  to  the  present  time  by  Dr. 

F.  L.  Ritter.      3rd  Edition,  thick  cr.  8vo.,  cloth,  73.  6d. 
HARMONY  AND  THE  CLASSIFICATION  OF  CHORDS,  with 

Questions  and  Exercises,  by  Dr.  J.  H.  Lewis,  Vol.  ir 

8vo,  boards,  cloth  back,  55. 
MUSICAL  ANALYSIS.   A  Handbook  for  Students,  with 

Musical  Illustrations,  by  H.  C.  Banister,   crown  8vo, 

folio,  cloth,  2S. 
ELEMENTARY  Music.     A  book  for  Beginners,  by  Dr. 

Westbrook,  with  Questions  and  Vocal  Exercises,  Thir 

teenth  Edition,  is.,  (cloth,  is.  6d). 
PURITY   IN    Music,   by  A.  F.  Thibaut.     Translated 

by  J.  Broadhouse.     Schumann  says:  "A  fine  book  about 

music,  read  it  frequently."     Crown  8vo.,  cloth,  2S.  6d. 
EXERCISES   ON    GENERAL    ELEMENTARY    Music.     A 

Book  for  Beginners,  by  K.  Paige,  4th  Edition,  Part  I. 

price  gd.,Part  II.  price  is. (2  parts  complete  in  cloth,  2/4) 

The  Musical  Times  speaks  in  the  highest  terms  of  above  work. 

DR.  AHN'S  FIRST  FRENCH  COURSE.  Edited  by  S. 
Bartlett  (Head  Master  Mercers' and  Stationers' School), 
Post  8vo.,  cloth,  is.  6d. 

HARMONISING  OF  MELODIES,  A  Text-Book  for  Students 
and  Beginners,  by  H.  C.  Banister,  cr.  8vo,  cloth,  23. 

MUSICAL  SHORTHAND  for  Composers,  Students  of 
Harmony,  Counterpoint,  etc.,  can  be  written  very 
rapidly  and  is  more  legible  than  printed  music,  with 
Specimens  from  Bach,  Handel,  Chopin,  Wagner,  Men- 
delssohn, Spohr,  Mozart,  etc.,  by  Francis  Taylor,  14 
pages',  I2mo,  6d. 

"  Composers  and  Students  of  Music  expend  a  vast  amount  of  time  in  mere 
painful  mechanism."  We  have  only  six  totally  unlike  signs.  These  from 
their  simplicity  can  be  written  with  great  rapidity,  one  dip  of  the  pen  suffic- 
ing for  an  entire  page,  and  the  writing  being  as  legible  as  possible.— Preface 

|~WORKS   ON    THE    PIANOFORTE.  &o.    | 

PIANO  TEACHING.  Advice  to  Pupils  and  Young 
Teachers,  by  F.  Le  Couppey  (Prof,  in  the  Conservatory 
of  Paris,  etc,),  Translated  from  the  3rd  French  Editior* 
by  M.  A.  Bierstadt,  post  8vo,  cloth,  2s. 
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GREATER  WORKS  OF  CHOPIN,  (Polonaises,  Mazurkas, 
Nocturnes,  etc.,  and  how  they  should  be  played,  by 
J.  Kleczynski,  translated  by  Miss  N.  Janotha  and 
edited  by  Sutherland  Edwards,  with  Portrait,  Facsimile, 
etc.,  cr.  8vo,  cloth,  53. 

PIANOFORTE  TEACHER'S  GUIDE,  by  L.  Plaidy,  trans- 
lated by  Fanny  Raymond  Ritter,  cr.  8vo,  boards,  is. 

Music  AND  MUSICIANS,  Essays  and  Criticisms,  by 
Robert  Schumann,  translated,  edited  and  annotated  by 
F.  R.  Ritter,  Portrait  of  Robert  Schumann,  photo- 
graphed from  a  Crayon  by  Bendemann,  First  Series, 
Sixth  Edition,  thick  cr.  8vo,  cloth,  8s.  6d. 

Ditto,  2nd  Series,  2nd  Edition,  thick  cr.  8vo,  cloth,  los.  6d. 

EHRENFECHTER  (C.  A.),  Technical  Study  in  the  art  of 
Pianoforte  Playing  (Deppe's  principles),  with  numerous 
illustrations,  fourth  edition,  cr.  8vo,  bevelled  cl.,  2s.  6d. 

AN  ESSAY  ON  THE  THEORY  AND  PRACTICE  OF  TUNING 
IN  GENERAL,  and  on  Schiebler's  Invention  of  Tuning 
Pianofortes  and  Organs  by  the  Metronome  in  Particular 
Trans,  by  A.  Weiirhan,  sewed,  is. 

THE  ART  OF  MODULATION,  A  Hand-book  Showing  at 
a  Glance  the  Modulations  from  one  Key  to  any  other  on 
the  Octave,  etc.,  Edited  by  Carli  Zoeller,  and  Edition, 
roy.  8vo,  paper,  2s.  6d.  or  (cloth,  43.) 

JEHRENFECHTER  (C.  A.),  Delivery  in  the  Art  of  Piano- 
forte Playing,  on  Rhythm,  Measure,  Phrasing,  Tempo, 
cr.  8vo,  cloth,  2s. 

BEETHOVEN'S  PIANOFORTE  SONATAS  Explained  by 
Ernst  von  Elterlein  trans,  by  E.  Hill,  with  Preface  by 
Ernst  Pauer,  entirely  new  and  revised  editio.n  (the 
Fifth),  with  Portrait,  Facsimile  and  View  of  House,  cr. 
8vo,  cloth,  33.  6d. 

BEETHOVEN'S  SYMPHONIES  in  their  Ideal  Significance, 
explained  by  Ernst  von  Elterlein,  translated  by  Francis 
Weber,  with  an  account  of  the  facts  relating  to  Beet- 
hoven's loth  Symphony,  by  L.  Nohl,  Second  Edition, 
with  Portrait,  cr.  8vo,  cloth,  33.  6d. 

PIANOFORTE  SCALES  in  Thirds  and  Sixths  for  Each 
Hand  in  all  the  Major  and  Minor  Keys,  Fingered  and 
Arranged  by  M.  Rock,  folio,  2s. 

BEETHOVEN'S  SYMPHONIES  Critically  discussed  by 
A.  T.  Teetgen.  Second  Edition,  cloth,  33.  6d. 


W.    REEVES,    83,    CHARING    CROSS   ROAD,    W.C.          15 

THE  DEPPE  FINGER  EXERCISES  for  rapidly  develop- 
ing an  Artistic  Touch  in  Pianoforte  Playing,  carefully 
arranged,  classified  and  explained  by  Amy  Fay,  English 
Fingering,  folio,  is.  6d.  (Continental  Fingering,  is.  6d.) 

How  TO  PLAY  CHOPIN.  The  Works  of  Chopin  and 
their  proper  Interpretation.  By  KLECZYNSKI,  translated 
by  A.  WHITTINGHAM,  5th.  Ed.,  Woodcut  and  Music  Illus. 
Post  8vo,  cloth,  35.  6d. 

SCHUMANN'S  RULES  MAXIMS  for  young  Musicians,  4d. 

PRACTICE  REGISTER  for  Pupil's  Daily  Practice.  A 
specimen,  id.,  or  is.  4d.  per  100. 

REEVES'  VAMPING  TUTOR,  Art  of  Extemporaneous 
Accompaniment  or  Playing  by  ear  on  the  Pianoforte, 
rapidly  enabling  anyone  having  an  ear  for  music  (with 
or  without  any  knowledge  of  musical  notation)  to 
accompany  Waltzes,  Polkas,  Songs,  and  with  equal 
facility  in  any  key,  with  practical  examples,  including 
Ma  Norrnandi  (in  C),  Lilla's  a  Ladv,  The  Swiss  Boy, 
Home  Sweet  Home,  Blue  Bells  of  Scotland,  Nancy 
Dawsoo,  Ma  Normandi  (in  A),  The  Miller  of  the  Dee 
by  Francis  Taylor,  folio,  2S. 

MOZART'S  Don  Giovauni,  a  Commentary,  from  the 
3rd  French  Edition  of  Charles  Gounod,  by  W.  Clark 
and  J.  T.  Hutchmson,  cr.  8vo,  clothes.  6d. 

TUNING  THE  PIANOFORTE. — SMITH  (Hermann),  The 
Art  of  Tuning  the  Pianoforte,  a  New  and  Comprehen- 
sive Treatise  to  enabh  the  musician  to  Tune  his  Pf. 
upon  the  system  founded  on  the  Theory  of  Equal  Tem- 
perament, cr.  8vo,  limp  cloth,  New  Edition  ThorougJily 
Revised,  25. 

A  HISTORY  OF  PIANOFORTE  Music,  With  Critical 
Estimates  of  its  Greatest  Masters  and  Sketches  of 
their  Lives  by  Jobn  C.  Fillmore,cr.  8vo,  cloth,  33.  6d. 

TRANSPOSITION  AT  SIGHT,  For  Students  of  the  Organ 
and  Pianoforte,  bv  H.  Ernst  Nichol,  2nd  Edition,  cr. 
Svo,  sewed,  is.  cloth,  is.  6d. 

pTHE  VIOLIN.    | 

How  TO  REPAIR  VIOLINS  AND  OTHER  MUSICAL  INSTRU- 
MENTS With  Diagrams,  by  Alfred  F.  Common,  cr.  Svo, 
boards,  is. 

INFORMATION  FOR  PLAYERS,  OWNERS,  DEALERS  AND 
MAKERS  OF  Bow  INSTRUMENTS,  ALSO  FOR  STRING  MANU* 
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FACTURERS,  taken  from  Personal  Experiences,  Studies 
and  Observations  by  William  Hepworth,  with  Illustra- 
tions of  Stainer  and  Guarnerius  Violins,  etc,,  cr.  8vo, 
clotb,  2S.  6d. 

NOTICE  OF  ANTHONY  STRADIVARI,  the  celebrated  Vio- 
lin Maker  known  by  the  name  of  Stradivarius,  preceded 
by  Historical  and  Critical  Researches  on  the  origin  and 
Transformations  of  Bow  Instruments,  and  followed  by  a 
Theoretical  Analysis  of  the  Bow  etc.,  by  F.  J.  Fetis, 
translated  by  J.  Bishop,  Facsimile,  8vo,  cloth,  53. 

BIOGRAPHICAL  DICTIONARY  OF  FIDDLERS,  including 
Performers  on  the  Violoncello  and  Double  Bass,  Past 
and  Present,  containing  a  Sketch  of  their  Artistic 
Career,  together  with  Notes  of  their  Compositions,  by  A. 
Mason  Clarke,  9  Portraits,  ppst  8vo,  cloth,  53. 

How  TO  MAKE  A  VIOLIN,  Practically  Treated,  2  Fold- 
ing Plates  and  many  Illustrations,  by  J.  Broadhouse, 
cr.  8vo,  bevelled  cloth,  33.  6d. 

VIOLIN  MANUFACTURE  IN  ITALY  AND  ITS  GERMAN 
ORIGIN,  by  Dr.  E.  Schebek,  translated  by  W.  E. 
Lawson,  8vo.,  sewed,  is. 

SKETCHES  OF  GREAT  VIOLINISTS  AND  GREAT  PIANISTS. 
Biographical  and  Anecdotal,  with  Account  of  the  Violin 
and  Early  Violinists  (Viotti,  Spohr,  Paganini,  De  Beriot, 
Ole  Bull,  dementi,  Moscheles,  Schumann  (Robert  and 
Clara),  Chopin,  Thalberg,  Gottschalk,  Liszt),  by  G.  T. 
Ferris  ;  Second  Edition,  cr.  8vo,  bevelled  cloth,  33  6d. 
(or  gilt  edges,  43.  6d.) 

FACTS  ABOUT  FIDDLES,  Violins  Old  and  New.  By  J. 
Broadhouse,  3rd  Edition,  6d. 

TECHNICS  OF  VIOLIN  PLAYING.  By  KARL  COURVOISIER. 
With  Illustrations,  8th  Edition,  paper  is.  (or  cloth,  thick 
paper,  2S.  6d.)  Highly  commended  by  Joachim. 

How  TO  PLAY  THE  FIDDLE,  for  Beginners  on  the 
Violin.  By  H.  W.  and  G.  Gresswell.  yth  edition,  is. 
(cloth,  as.) 

AUTOBIOGRAPHY  OF  Louis  SPOHR.  2  volsin  i, thick 
8vo,  cloth,  73.  fid.  (pub.  153.) 

TREATISE  ON  THE  STRUCTURE  AND  PRESERVATION  OF 

THE  VlOLIN  AND  ALL  OTHER  BOW  INSTRUMENTS,  together 

with  an  account  of  the  most  celebrated  makers  and  of 
the  genuine  characteristics  of  their  Instruments,  by  J.  A. 
Otto,  with  additions  by  J.  Bishop,  cr.  8vo,  cloth,  33. 
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\    ORGAN  WORKS.    | 

MODERN  ORGAN  TUNING,  the  How  and  Why,  clearly 
explaining  the  Nature  of  the  Organ  Pipe  and  the  System 
of  Equal  Temperamenttogether  with  an  Historic  Record 
of  the  Evolution  of  the  Diatonic  Scale  from  the  Greek 
Tetrachord  by  Hermann  Smith,  crown  8vo,  cloth,  33. 6d. 

ANALYSIS  OF  MENDELSSOHN'S  ORGAN  WORKS,  a  Study 
of  their  Structural  Features,  for  the  use  of  Students, 
127  Musical  Examples,  portrait  and  facsimiles,  cr.  8vo, 
bevelled  cloth,  43.  6d. 

ORGANIST'S  QUARTERLY  JOURNAL  of  Original  Compo- 
sitions. Edited  by  Dr.  W.  Spark,  53.  per  part.  For 
Contents  see  end  of  Catalogue. 

New  Series  Volume,  160  large  pages,  oblong  folio,  bound 
in  cloth,  i8s. 

RINK'S  PRACTICAL  ORGAN  SCHOOL:  A  New  Edition, 
Carefully  Revised.  The  Pedal  Part  printed  on  a  separ- 
ate Staff,  and  the  Preface,  Remarks  and  Technical 
Terms  translated  from  the  German,  expressly  for  this 
edition  by  John  Hiles.  The  Six  Books  Complete,  hand- 
somely bound  in  red  cloth,  gilt  edges,  ob.  folio,  los.  6d. 
(issued  at  2os.),  or  the  six  parts  73.  6d.  (issued  at  6s.  each.) 

ORGANS  AND  ORGANISTS  IN  PARISH  CHURCHES,  A 
Handbook  of  the  Law  relating  to  the  Custody,  Control 
and  Use  of  Organs,  and  to  the  Position,  Lights,  and 
Disabilities  of  Organists,  to  which  is  Added  a  Chapter 
on  the  Hiring  of  Pianos,  and  on  "  The  Three  Years 
System,"  by  William  C.  A.  Blow,  M.A.,  Oxon.,  of  the 
Inner  Temple,  Esq.,  Barrister-at-Law,  cr.  8vo,  cloth, 
23. 6d. 

A  SHORT  HISTORY  OF  THE  ORGAN,  Organists,  and 
Services  of  the  Chapel  of  Alleyn's  College,  Dulwich, 
with  Extracts  from  the  Diary  of  the  Founder,  by  W.  H. 
Stocks,  cr.  8vo,  sewed,  is. 

THE  INFLUENCE  OF  THE  ORGAN  IN  HISTORY.  By 
Dudley  Buck,  is. 

HENRY  SMART'S  ORGAN  COMPOSITIONS  Analysed. 
By  J.  Broadhouse,  cr.  8vo,  cloth,  2S.  6d. 

REFORM  IN  ORGAN  BUILDING,  by  Thomas  Casson,  6d. 

THE  ORGAN,  Its  Compass,  Tablature,  and  Short 
and  Incomplete  Octaves,  by  John  W.  Warman,  A.C-O., 
imp.  8vo,  sewed,  33.  6d.  or  boards,  cloth  back,  43.  6d. 
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CATECHISM  for  the  Harmonium  and  American  Organ, 
by  John  Hiles,  post  8vo,  sewetl,  is. 

RIMBAULT  (Dr.  E.  F.),  The  Early  English  Organ 
Builders  and  their  Works,  from  the  isth  Century  to  the 
Period  of  the  Great  Rebellion,  an  unwritten  chapter  on 
the  History  of  the  Organ,  Well  printed,  with  woodcutsr 
post  8vo,  cloth,  35.  6d. 


I    VOICE   AND    SINGING     | 

TWELVE  LESSONS  ON  BREATHING  AND  BREATH  CON- 
TROL, for  Singers,  Speakers  and  Teachers,  by  Geo.  E. 
Thorp,  crown  8vo,  limp  cloth,  is. 

TWENTY  LESSCNS  ON  THE  DEVELOPMENT  OF  THE 
VOICE,  or  Singeis  Speakers  and  Teachers,  by  Geo.  E. 
Thorp,  crown  Fvo,  lirrp  cloth,  is. 

50  MUSICAL  HINTS  TO  CLERGYMEN,  Management  of 
Breath,  Classification  of  Male  Voices,  Management  of 
the  Voice,  The  Service,  with  twenty  specially  written 
Exercises  by  Geo.  F.  Grover,  is. 

CATECHISM  OF  PART  SINGING  AND  THE  CHORAL  SER- 
vices.  By  John  Hiles,  3rd  Edition, thick  post  8vo. price  is. 

Advice  to  Singers  on  every  point  of  interest  in  reference  to  the  Vocal  Organs 

How  TO  SING  AN  ENGLISH   BALLAD.      By  E.  Philp, 

7th  Edition,  6d. 
VOCAL  EXERCISES  FOR  CHOIRS  AND  SCHOOLS.  By  Dr. 

Westbrook,  26. 
RUDIMENTS  OF  VOCAL  Music.     With  42  Preparatory 

Exercises,     Rounds  and   Songs  in  the  Treble  Clef,  by 

T.  Mee  Pattison,  2nd  Ed.,  4d. 
SOME  FAMOUS  SONGS,  an  Art  Historical  Sketch.     By 

F.  R.  Ritter.     is. 
VOICE   PRODUCTION   AND   VOWEL   ENUNCIATION,  by 

F.  F.  Mewburn  Levien,  Diagrams  by  Arthur  C.Behrend, 

post  8vo,  6d. 
POSITION  AND  ACTION  IN  SINGING,  a  Study  of  the 

True  Conditions  of  Tone,  a  Solution  of  Automatic  (Ar- 
tistic)   Breath   Control,  by  Edmund  J.  Myer,  cr.  8vor 

43.  6d. 
NATIONAL  SCHOOL  OF  OPERA  IN  ENGLAND  ;  being  The 

Substance  of  a  Paper  read  before  the   Licentiates  of 

Trinity  College,  March,  1882,.  by  Frank  Austin,  postSva,. 

sewed,  6d. 
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How  TO  UNDERSTAND  WAGNER'S  "  RING  OF  THE 
NIBELUNG,  being  the  Story  and  a  Descriptive  Analysis 
of  the  "  Rheingold,"  the  "Valkyr,"  "Siegfried"  and 
the  "  Dusk  of  the  Gods,"  with  a  number  of  Musical 
Examples  by  Gustave  Kobbe,  Sixth  Edition,  post  8vo 
cloth,  33,  6d. 
"To  be  appreciated  in  the  smallest  way  Wagner  must  be  studied  in 

advance." — Illustrated  London  News. 

RATIONAL  ACCOMPANIMENT  TO  THE  PSALMS  by  F.  Gil- 
bert Webb,  post  8vo,  6d. 

How  TO  PLAY  FROM  SCORE. — Treatise  on  Accom- 
paniment from  Score  on  the  Organ  or  Pianoforte  by 
F.  Fetis.  trans,  by  A.  Whittingham,  c' .  8vo,  cloth,  33. 6d. 

CHOIR  LISTS  FOR  SUNDAY  SERVICES. 

No.  i.  Morning  and  Evening,  printed  in  red,  is.  4d. 
per  100. 

No.  2.  Morning,  Afternoon,  and  Evening,  printed  in 
red,  is,  6d.  per  100. 

No.  3.  Morning  and  Evening,  printed  in  red  and 
black,  is.  8d.  per  TOO. 

No.  4.  Morning  and  Even.,  printed  in  red  is.  6d. 
per  100. 

No.  5.  Quarto  Size,  Matins,  Litany,  Holy  Com- 
munion, First  Evensong,  Second  Evensong,  Gothic 
Letter,  printed  in  red,  6d.  per  dozen,  35.  per  100. 

CHOIR  ATTENDANCE  REGISTER,  8vo,  cloth. 

No.  i.     Ruled  for  a  Choir  of  20  or  less,  for  one  year, 

beginning  at  any  date,  is.  6d. 
No.  2.     Ruled  tor  a  Choir  of  40  or  less,  for  one  year, 

beginning  at  any  date,  2s. 
No.  3.     Ruled  for  a  choir  of  60  or  less,  for  one  year, 

beginning  at  any  date,  2s.  6d. 

Performing  Edition. 

THE  CREATION,  A  Sacred  Oratorio  composed  by 
Joseph  Haydn,  Vocal  Score,  The  Pianoforte  Accom- 
paniment arranged  and  the  whole  edited  by  G.  A. 
Macfarren,  8vo,  paper  covers,  2S.,  boards,  2s.  6d.,  scarlet 
cloth,  45. 

FROM  LYRE  TO  MUSE,  A  History  of  the  Aboriginal 
Union  of  Music  and  Poetry,  By  J.  Donovan,  cr.  8vo, 
cloth,  2s.  6d. 


2Q   W.  REEVES,  83,  CHARING  CROSS  ROAD,  W.C. 

POPULAR  PART  SONGS. 

1.  Merrily  goes  the  Mill,  by  T.  B.  Southgate,  id. 

2.  Take,  O  Take  those  Lips  away,   Part  Song  for 

S.A.T.B.  by  Claude  E.  Cover,  A.R.C.O.,  i£d. 

3.  Pack  Clouds  Away,  for   S.A.T.B.,  by  Claude  E. 

Cover,  A.R.C.O.,2d. 

4.  Summer    Roses,    for    S.A.T.B.,    by  G.   Rayleigh 

Vicars,  2d. 

5.  Erin,    Dear    Erin,    for  T.A.T.B.,    by   Churchill 

Sibley,  2d. 

6.  Caledonia  !  Land  o'  the  Rocky  Dell,  for  S.A.T.B., 
by  Churchill  Sibley,  3d. 

TO    ALL    MUSICIANS.— Hereis  something  worth 

<^to  reading  and  when  you 

[Special  price  866  below-]      h*ve  read  it  send   for 

a  copy  without  delay. 

The  Publisher  of  THE  MUSICAL  STANDARD  has  secured  the 
whole  of  the  copies  left  unsold  at  14/-  net  by  Messrs.  S.  Low, 
Marston  and  Company,  Ltd.,  of  the  work  entitled 

THE 

NATIONAL  PORTRAIT  GALLERY 

OF 

BRITISH  MUSICIANS. 

BY  JOHN   WARRINER,    Mus.D., 
TRINITY  COLLEGE,  DUBLIN. 

INTRODUCTION    BY    JOSEPH    BENNETT. 

Over  500  Photo  Portraits 

Of  well-known  and  eminent  living  Musicians  of  Great  Britain 
and  Ireland,  with  short  Biographical  notice  of  each. 

The  Whole  Bound  in  One  Handsome  oblong  folio 

Volume,  cloth  lettered.     Offered  for  7/6  post  free 

(or  8/-  post  free  abroad). 


W.  REEVES,  83,  CHARING  CROSS  ROAD,  W.C.     21 

KING'S  ROYAL  ALBUMS,  Nos.  1  and  2. 
NATIONAL  AND  PATRIOTIC  SONG  ALBUM. 
With  Pianoforte  Accompaniment.    In  2  Bks.,  is.  each. 

BOOK  1.  BOOK  2. 

God  Save  the  King  Hearts  of  Oak 

God  Bless  the  Prince  of  Wales  Stand  United 
There's  a  Land  (Dear  Eng-  The    Cause    of     England's 

[land  Greatness 

Victoria  The  Last  Rose  of  Summer 

God  Bless  our  Sailor  Prince  The  Leather  Bottle 
Here's  a   Health    unto    His  Home,  Sweet  Home 

[Majesty  Three  Cheers  for  the  Red, 
Lord  of  the  Sea                                  White  and  Blue 
Roast  Beef  of  Old  England  The  Minstrel  Boy 
The  Blue  Bells  of  Scotland     The  British  Grenadiers 
Tom  Bowling                             Auld  Lang  Syne 
Come  Lassies  and  Lads           Rule  Britannia 
Ye  Mariners  of  England 
The  Bay  of  Biscay 

King's  Royal  Albums,  No.  3.    Price  l/- 
10  MARCHES  FOR  THE  PIANO.     BY  J.  P.  SOUSA. 

1.  The  Washington  Post.        7.  Our  Flirtation. 

2.  Manhatton  Beach.  8.  Jtfarch  past  of  the  Rifle 

3.  The  Liberty  Bell.  Regiment. 

4.  High  School  Cadets.  9.  March     past     of     the 

5.  The  Belle  of  Chicago.  National  Fencibles. 

6.  The  Corcoran  Cadets.       10.  Semper  Fidelis. 

King's  Royal  Album,  No  i.    Price  l/- 

S1X  ORGAN   PIECES   FOR  CHURCH  USE. 

EDITED  BY  WILLIAM  SMALLWOOD. 
With  Fed.  Obb.,  Selections  from  rarely  known  works. 

1.  Moderate  con  moto  4.  Andante  Religioso 

2.  Adagio  Expressive  5.  Andante  con  moto 

3.  Andante  Moderate  6.  Lento  Cantabile 

King's  Royal  Album,  No.  5.    Price  l/- 

SMALLWOOD'S    ESMERALDA    ALBUM    FOR    PIANO 
Belgium  (Galop).  Esmeralda    (Transcription 

Belle  of  Madrid  (Tempi  di        on  Levey's  Popular  Song). 

Polka).  Placid  Stream  (Morceau). 

Emmelme  (Galop).  The  Seasons  (Galop). 
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King's  Royal  Album,  No.  6.    Price  6d. 

BALFE'S  ROSE  OF  CASTILLE,  6  FAVOURITE  MELODIES. 
easily  arranged  for  the  Pianoforte  by  E.  F.  Rimbault. 

1.  Convent  Cell  (The). 

2.  'Twas  Rank  and  Fame. 

3.  Tho'  fortune  darkly  o'er  me  frown. 

4.  I  am  a  simple  Muleteer. 

5.  I'm  not  the  Queen. 

6.  List  to  the  Gay  Castanet. 

King's  Royal  Album,  No.  7.     Price  IB. 
10  MARCHES.    BY  J.  P.  SOUSA. 

Arranged  for  Mandoline  and  Piano. 

1.  The  Washington  Post.         7.  Our  Flirtation. 

2.  Manhatton  Beach.  8.  March  past  of  the  Rifle 

3.  The  Liberty  Bell.  Regiment. 

4.  High  School  Cadets.  9.  March     past     of     the 

5.  The  Bell  of  Chicago.  National  Fencibles. 

6.  The  Corcoran  Cadets.        10.  Semper  Fidelis. 

King's  Royal  Album,  No.  8.    Price  Is. 
10  MARCHES.     BY  J.  P.  SOUSA. 

Arranged  for  Banjo  and  Piano.    (Contents  as  No.  7.) 

King's  Royal  Album,  No.  9.    Price  Is 

10  MARCHES.     BY  J.  P.  SOUSA. 
Arranged  for  Violin  and  Piano.     (Contents  as  No.  7.) 

King's  Royal  Album,  No.  10.    Price  Is. 
:io  MARCHES.     BY  J.  P.  SOUSA. 

Arranged  for  American  Organ.     (Contents  as  No.  7.) 

King's  Royal  Album,  No.  XI. 
GRIEG'S  •'  PEER  GYNT"  SUITE.  (Piano  Solo). 

1.  Dance  of  the  Gnomes.       4.  Amitrass'  Dance. 

2.  Ases  Death.  5.  Solvejags  Song. 

3.  Morning. 

King's  Royal  Album,  No.  12. 

GRIEG'S  LYRISCHE   STUCKE   AND  NORWEGIAN 
BRIDAL  PROCESSION.  (Piano  Solo). 

1.  Arietta.  5.  Popular  Melody. 

2.  Waltzer.  6.  Norwegian  Melody. 

3.  Watchman's  Song.          7.  National  Song. 

4.  Fairy  Dance.  8.  Norwegian  Bridal  March 
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King's  Royal  Album,  No  13. 

GRIEG  S  FOUR  HUMOURESKES,  MINUET1O  AND 
FUNERAL   MARCH.  (Piano  Solo). 

King's  Royal  Album,  No  14. 

HIAWATHA  MANDOLINE  AND  PIANO  ALBUM. 
ARRANGED  BY  SYDNEY  OSBORNE. 

1.  Hiawatha  Cake  Walk      5.  Over  the  Waves  Waltz 

2.  Mmoehaha  Cake  Walk    6.  Donau  Wellen  Waltz 

3.  Alice  Where  Art  Thou     7.  Blue  Danube  Waltz 

4.  Kathleen  Mavourneen 

King's  Royal  Album,  No.  15. 

ORIGINAL  VOLUNTARIES  FOR  AMERICAN  ORGAN 
OR  HARMONIUM. 

BY  EDWIN  M.  FLAVELL. 


i.  Andante  con  Moto 
2.  Evensong 
3.  March  m  F 
4.  Chorale 
5.  A  Plaintive  Song 

6.  Prayer 
7.  Canzonetta 
«.  A  Call  to  Battle 
9.  Souvenir 
10.  Allegro 

King  s  Royal  Album,  No.  16. 

12  VOLUNTARIES   FOR  THE  AMERICAN  ORGAN 
OR    HARMONIUM. 

BY  J.  E.  NEWELL. 

1.  Postludium  7.  Offertoire 

2.  Communion  8.  Andante  Piacevole 

3.  Andante  con  Moto  9.  Morning  Prayer 

4.  Prelude  10.  Loud  Voluntary 

5.  Diapason  Movement       n.  Sketch 

6.  Faith  "  Melody  "  12.  Recessional  March 

MODERN  CHURCH  Music. 

T.     Easter   Anthem,    "Jesus    Lives!"    by    Rev.   T. 
Herbert  Spinney,  price  2d. 

2.  Anthemtor  Whitsuntide  and  General  Use,  "Come 

Holy  Ghost  our  Souls    Inspire,"   by   Thomas 
Adams,  F.R.C.O. ,  price  2d. 

3.  Story  of  the  Ascension,  by  Rev.  John  NapletoD, 

price  i£d. 

4.  Anthem,  "God  so  Loved  the  World,"  by  J.  Jamou- 

neau,  price  2d. 
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MODERN  CHURCH  Music  (continued). — 

5.  Magnificat  in  B  flat,  by  Thomas  Adacis,  F.R.C.O., 

Price  3d. 

6.  Nunc   Dimittis  in   6    flat,    by   Thomas  Adams, 

F.R.C.O.,  Price  2d. 

7.  Four  Kyries,  by  Charles  Steggall,  Berthold  Tours, 

E.  J.  Hopkins,  J.  M.  W.  Young,  price  i£d. 

8.  Te  Deum,  by  T.  E.  Spinney,  i£d. 

9.  Anthem,    "  I   am   the   Good   Shepherd,"   by   G. 

Rayleigh  Vicars,  2d. 
10.     Story  of  the  Cross,  Music  by  H.  Clifton  Bowker,  ad. 

12.  Story  of  the  Cross,  Music  by  Dr.  Geo.  Prior,  2d. 

13.  The  Lord's  Prayer,  Music  by  Ernest  Austin,  2d. 

AMERICAN  ORGAN,  Folio,  Edited  by  Alfred  Whitting- 
ham,  in  Six  Books,  is.  each,  complete  paper  covers,  33., 
cloth  bound,  55. 

PIANOFORTE  (SOLO).  Prices  Music — net. 

Coon  Band  Contest,  Cake  Walk,  by  Arthur  Pryor,  2s. 
Lefebure-Wely's    St.    Sulpice.      Reminiscence    by   W. 

SMALLWOOD,  is.  6d. 
Album  Leaves  :   Pianoforte  Sketches,  without  Octaves, 

by  F.  W.  Davenport,  is.  6d.  each  Number. 

No.  i.     Waltz  in  F 
Dance  in  G 
No.  2.     A  Little  Fugue  in  E  minor 

Caprice  in  C 
No.  3.     Prelude  in  G 
Melody  in  G 
No.  4.     Sonatina  in  C 

Tschaikowsky's  1812  Overture,  arr.  by  E.  Evans,  2s. 
Amarylliss,  Morceaux  de  Salon,  by  Leonard  Gautier, 

is.  6d. 
Tschaikowsky's  Casse  Noisette  Suite,  arr.  by  E.  Evans, 

2S. 

Grand  Festival  March,  "  Illogan,"  by  H  C.  Tonking,  2S. 

PIANOFORTE  (4  HANDS.)  Prices  Music — net. 

Tschaikowsky's  1812  Overture,  arr.  from  the  Full  Score 

by  E.  Evans,  35. 
Tschaikowsky's  Casse  Noisette  Suite,  arr.  by  E,  Evans, 
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VIOLIN.  Prices  Music— net. 

A  Selection  of  Favourite  Airs  arranged  for  the  Violin  by 
Henry  Farmer,  complete  is.  6d.,  Piano  Ace.  ad  lib. 
2S.  6d. 

CONTENTS. 

1.  Theme.    Variations  (Mozart). 

2.  With  Verdure  Clad  (Haydn). 

3.  German  Shepherd's  Song  and  Rataplam  (Figlia 

del  Reggimento). 

4.  Da  Qaal  di  (Anna  Bolena),  Souave  Imruagine 

(Mercadante). 

5.  Mecco  tu  Vieni  (La  Straniera). 

VIOLIN  AND  PIANO. 

Grand  Festival  March,  "  Illogan,"  by  H.  C.  Tonkmg,  2s. 


MANUSCRIPT  MUSIC  PAPER. 

a)  12  Staves.roy.  8vo  (10  by  6|)  ruled  plain  in  quires  (120 
sheets),  the  lot  2/6. 

This  is  pre-eminently  the  Musical  Students'  Paper,  as  it  is  light,  portable, 
smooth  and  easy  to  write  upon  ;  each  sheet,  too,  will  hold  a  large  quantity  of 
matter.  There  is  no  paper  better  suited  for  Exercises  on  Counterpoint  and 
Harmony. 

(b)  12  Staves,  oblong,  folio  (14  by  10),  ruled  in  groups  of  3 

staves  or  Organ  Music,  5  quires  (120  sheets),  the  lot, 

5/- 

The  papar  is  of  the  same  size  as  ordianry  oblong  olio,  Organ  Music, 
e.g.,  English  Organ  Music,  Best's  Arrangements,  etc. 

(c)  12  Staves,  folio,  music  size  (10  by  14),  5  quires  (120  sheets), 

the  lot  5/- 

Exactly  the  same  in  siie  as  ordinary  folio  printed  music  so  that  upon  it 
Songs  of  Organ  Pieces  may  be  written  just  as  they  are  to  be  punted.  It 
is  a  very  useful  paper,  as  Manuseript  music  written  on  it  can  be  bound  with 
Printed  Music 

(d)  12  Staves,  quarto  size  (nf  by  9^),  5  quires  (120  sheets), 

the  lot  3/6. 

(c)     12  Staves,  oblong  quarto  (gj  by  nf),  5  quires  (120  sheets), 
the  lot  3/6. 

(f)  12  Staves,  folio  music  size  (10  by  14),  5  quires  (120  sheets), 

the  lot  s/- 

(g)  12  Staves  folio  music  size  (ruled  even),  10  by  14,  5  quires, 

(120  sheets),  the  lot  5/. 

(h)  14  Staves,  quarto  size  (nfbygj),  5  quires  (120  sheets) 
the  lot  3/6. 
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THE  ORGANISTS  QUARTERLY  JOURNAL 

.  <®f  ©rigiual  Compositions. 

Founded  by  DR,  Wm.  SPARK,  Late  Organist.Town  Hall,  Le«d» 
Price  s/-  eacb,  or  Subscription,  10/6  for  4  issues. 

New  Series,  Volume,  containing  160  large  pages,  all  with 
ved.  obb.,  bouud  in  cloth,  18«. 

Part  12.  New  Series 

1.  IN  MKMORIAM    -        -        Rev.  GEOF.  C.  RYLY.  M.A.,  Mus.  Bac  Oxon. 

2.  TOCCATA G.  B.  POLLERI. 

3.  OVERTURE  from  Epiphany        ....        ALFRED  KING,  M.D. 


Part  XL,  New  Series. 

1.  PRELUDE  AND  FUGUE  with  POSTLUDE        -        E.  A.  CHAMBERLAYNE. 

2.  PRELUDE  AND  FUGUE        -       -       -       -  '     -       -       -        F.  YOUNG. 

3.  FUGUE        -        -        -.-        -       -        -        -        ARCHIBALD  DONALD. 

4.  FUGUE WILLIAM  HOPE. 

Part  10,  New  series. 

1.  FUGUE ARCHIBALD  DONALD 

2.  PRELUDE  AND  FUGUE  with  POSTLUDE  -        -  E.  A.  CHAMBERLAYNB 

3.  PRELUDE  AND  FUGUE         -  F.  YOUNG 

Part  9,  New  Series. 

1.  ANDANTE  CON  MOTO      ...        W.  A.   MONTGOMERY,  L.T  C.L 

2.  FANTASIA  in  E  minor  -        ...        CUTHBERT  HARRIS,  Mus.  B., 

3.  POSTLUDE  at  Ephes.  V.  v.  19.    Si  tlbi  placeat,  Mihi  con  displicet 
W,  CONRADI, (Y.oiB  i8i6.',Paul'sOrg.St.(  buich.Schwerin  i/mGermany 

4.  HARVEST  MARCH HENRY]   POOLK. 


Part  8,  New  Series. 

1.  SCHHRZO  MINUET    W.MULLINEUX,  Organist  of  the  Town  Hall, Boltoo. 

2.  INTRODUCTION  to  the  Hymn  on  the  Passion,  O  Haupt  Voll  Blut  und 

Wunden  " 

W.  CONRADI.  Organist  Paul  s  Church,  Schwerin,  Germany, 

3.  THESIS  AND  ANTITHESIS,  or  DISPUTE,  APPEASEMENT,  CONCILIATION 

W.  CONRADI,  Organist  Paul's  Church,  Schwerin,  Germany, 

4.  CARILLON  in  E       -        -        CUTHBERT  HARRIS.  Mus. B..F.R.C  O.,  &c. 

5.  ANDANTE  "  Hope  " INGLIS  BERVON. 

6.  ORCHESTRAL  MARCH  In  C 

JAMES  CRAPPER.  L.  Mus.,  Organist  of  the  Parish  Ch.,  Kirkcudbright. 

Part?,  New  Series. 

i.   ANDANTE  GRAZIOSO  In  G  -        -        -        CHAS.  H.  MELVILLE,  F.R.C.O. 
l.  POLISH  SONG,  Arranged  for  the  organ  by  PERCIVAL  GARRBTT.  -  CHOPIN. 

3.  INTRODUCTION,  VARIATIONS,  and  FINALE  on  the  Hymn  Tune  '  Rook- 

ingham.' CH.  R.  FISHUR,  Mus.  B. 

4.  Two  SOFT  MOVEMENTS W.  C.  FILBY,  I.S.M. 

i.  "Espdrance."  2.  "Tendrerse," 

5.  ANDANTK  in  A  Sat 

W.  GRIFFITHS,  Mus.  B  ,  Org.  of  St.  Sepulchre  Church,  Northampton 

6.  FUGUK.  4    Voice,  3  Subjects DR.  J.  C.  TILLY. 
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The  Organist's  Quarterly  Journal  (cont.}. 

Part  6,    Mew    Series. 
I.  CON  MOTO  MODBRATO  in  C 

ORLANDO  A.  MANSFIKLD,  Mus.B.,  F.R  c  O 
a.  TSMPO  DI  MHNUKTTO -        GEO.  H.  ELY'. 

3.  DiRGK  IN  MKMORIAM,  REGINALD  ADKINS  -        J.  E.  ADKINS,  F.R.C.O. 

4.  ANDANTB  i.i  K R.  H.  HEATH! 

5.  ABERYSTWYTH  OFFERTOIRB        -        -        -        -        J.  G.  MOUNTPORD 

6.  ANDANTE  in  D(Priere)          -        -        -  E.  EVELYN  BARRON,  M.A. 

Part    8,    New   Series. 

i.  ALLEGRETTO  SCHBRZANDO  in  A  flat        -        -       -        W.  E.  ASHMALL 

a.  ANDANTE  RELIGTOSO  in  G DR  J.  BRADFORD'. 

3    MARCH  POMPORO  in  E  flat         ....        CHARLES  DARNTON. 

4.  ANDANTE  CON  MOTO  "Twilight"        -        -        CH.  R.  FISHER.  Mus.B. 

5.  MINUKT  inF-         •        -        -        -        -        WE.  BKI.CHRR,  H.R.C.O. 


Part  i,  Hew  Series. 

t.  ANDANTE  MODERATO -F.  READ. 

a.  PRELUDK  AND  FiiGUKin  D  minor      ...    E.  A.  CHAMHKRLAYNE. 

3.  SKETCH ARTHUR  GEO.  COLBORN. 

4.  FUGUE JAMES  TURPIN. 

J.  ALLEGRO   -        -  CHARLES  H.  FISHER. 

.  MARCHR  MYSTIQUE 

THEME  BY  ROLAND,  DE  LASSUS.— A  Relic  of  Ancient  Times. 

Parts,  New  Series. 

i.  MINUET  AND  TRIO  in  F    -        -          ED,  J.  BELLERBY,  Mas.  u  ,  Oxon. 
a.  "-DUNDEE  "  ("or  French")      -  JOHN  P.  ATTWATBR. 

3.  ADAGIO.     An  Klegy  in  G  minor      -        -        CHAS.  R.  FISHER.  Mus.  B. 

4.  ANDANTE.  A  major F.  HONE. 

5.  ALLEGRO.  D  minot GEO.  MINNS  (Ely). 

Part  2,  New  Series. 

i.  TOCCATA  FANTASIA  (Study  in  C  minor)    -       -       -       E.  T.  DRIFFIBL. 
a.  ANDANTE  GRAZIOSO  --------    w.  FAULKES. 

3.  MARCHE  FUNEBRE ARTHUR  WANDERER. 

4.  ANDANTE  SEMI-LICE E.  A.  CHAMBERLAYNB. 

5.  FESTAL  MARCH         -------      A.  W.  KETELBEY. 

Parti,  Hew  Series. 

s.  OFFERTOIRE  in  A  minor          -       -        -          FRED.  W.  DAL  (Leipzig). 
3,  SECOND  FANTASIA  on  SCOTCH  AIRS        -        -        -      WILLIAM  SPARK. 

3.  ADKSTK  FIDELES  with  Variations  and  Fugue)  -        CHARLES  HUNT. 

4,  INTE«MEZZO  -       ....      G.  TOWNSHKND  DRIFFIELD. 

Part  103  (Old  Series). 

1.  PosTLUDBinG      ....    FREDERICK  W.HoLLowAY.F.C.O 

2.  SUITE:  No.  i,  PRELUDE  ;  No.  2,  BERCEUSE;  No.  3,  TOCCATA 

LAURENT  PARODI  (Genoa 

3.  NOCTURNE WILLIAM  LOCKBTT. 

4.  ANDANTE  PASTORALE  in  B  minor       JACOB  BRADFORD;  Mus.  D.,  Oxon 

5.  INTRODUCTORY  VOLUNTARY         ...       ALBERT  W.  KETELBBY. 
6   FUGUE    -         .------         R.  J.  R'OWE,  L.R.A.M. 
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Note  the  Price,  PENCE  not  SHILLINGS. 

POPULAR    AND  COPYRIGHT   MUSIC 

Full  Music  Size,  Well  Printed  and  Critically  Correct. 

ISSUED  BY 

2D  WILLIAM    REEVES.  QD 

(Postage  id.  each.)  (Postage  id.  each.)    ^~ 


VOCAL. 

273.  Alice  where  art  then  ?  /.  Ascher 

396.  Always  do  as  I  do         Tittney 

174.  Angels  at  the  Casement,  A  flat          ...  W.  M.  Hutchison 

105.  Banner  of  the  King       ...         ...          ...  H.  Fortesque 

172.  Barney  O'Hea S.  Lover 

224.  Bay  of  Biscay J.  Lavey 

181.  Border  Lands  (Sacred)  Miss  Lindsay 

180.  Borderer's  Challenge H.J.  Stark 

890.  Cat  in  the  Chimney      L.  Kingsmill 

392.  Child's  Good  Morning O.  Barn 

391.  Child's  Good  Night      0.  Barri 

383.  Come  into  the  Garden  Maud Balfe 

184.  Crossing  the  Brook Edith  Coohe 

389.  Dawn  of  Heaven  ...         ...         ...  Buonetti 

188.  Diver,  T 13          E.J.Loder 

384.  God  Save  the  King       Dr.  Jno.  Bull 

226.  Hearts  of  Oak Dr.  W.  Boyce 

100.  Honey  Are  You  True  to  Me  (Coon  Song)  Lindsay  Lenno* 

266.  Kathleen  Mavourneen Crouch 

213.  Lady  Clara  Vere  de  Vere         ...          ...  Miss  Lindsay 

404.  Last  Good  Bye  to  Mother       C.  Dargan 

227.  Last  Rose  of  Summer Th^s.  Moore 

215.  Listen A.H.Behrend 

249.  Maggie's  Promise         W.  Gordon 

115.  Sharing  the  Burden      J.E.Webster 

225.  Tom  Bowling     C.  Dibdin 

236.  When  other  Lips  (Then  you'll  remem- 
ber me)  Balfe 

VOCAL    DUETS 

190.  Flow  on  thou  Shining  River Sir  J.  Stevenson 

116.  Gipsy  Countess Glover 

PIANOFORTE. 

118.  AlaValse          R>ecltel 

275.  Alice  where  art  thou  ?  (easily  arr.  by)  Percy  E^  Douglas 

278.  Army  and  Navy  March  Henzell 

457.  Au  Village        ...         Tschailoivsky 

268.  Battle  March  (Delhi)  Pridh^m 

373.  Belgium  Galop Sinallwood 


Cheap  Music  (continued).  — 
4»37.  Belle  of  Chicago  March  ......         j  p 

122.  Berceuse  ............ 


376.  Blumenlied         ............         Gustav  Lange 

379.  Bridal  Chorus  and  Wedding  March  ...          Wagner 

453.  Cadet  Two  Step  (easily  arranged)    ...  Alard 

142.  Charming  Mazurka       ...         ......  Gungl 

456.  Chanson  Triste  ............         Tschaikowsky 

455.  Chant  sans  Paroles       .........         Tschaikowskv 

393.  Chinese  Patrol  March  .........  D.  Pecorini 

213.  Cloches  du  Mooastere  ...          ...         ...         Lefebure-Wely 

458.  Coon  Band  Contest       .........         A.  Pryor 

438.  Corcoran  Cadets  March  ......         J.P,Sousa 

125.  Corricolo  Galop  (Easily  arranged)     ...         L.  Mullen 

377.  Edelweiss  ............  Gustav  Lange 

374.  Emmeline  Galop  ...         ...         ...  Smallwood 

308.  Fille  du  Regiment         .........         Oesten 

167.  Flying  Dutchman  (La  Vaisseau  Fantome)   Wagner 

244.  Forward  March  .........  E.  H.  Sugg 

Four  Humoresqnes  : 

206.  Valee  in  D,  No.  1  ........  \  Grieg 

207.  Minuetto  in  A  minor.  No.  2        ...         Grieg 

208.  Allegretto,  No.  3  .........  Grieg 

209.  Allegro  Alia  Burla,  No.  4  ...  Grieg 

210.  Funeral  March  ............  Grieg 

305.  French  Air  (Marseillaise)       ......  Eric  Stapleton 

306.  German  Air  (Watch  on  Rhine)          ...  Eric  Stapleton 
264.  Gipsies'  March  ......         ......  C.  Reins 

252.  Grand  March  (arr.  by  P.  E.  Douglat)  Blake 

151.  Grand  March  of  the  Warriors  ...  H.  V.  Lewis 

276.  Hiawatha  Cake  Walk,  (arr.  by  P.  E. 

Douglas)        ...         ...         ...         ...  Moret 

436,  High  S  hool  Cadets  March    ......  J.  P.  Sousa 

304.  Irish  Acr  (Last  Rose  of  Summer)     ...  Erie  Stapleton 

303.  Italian  lAir  (Ah  che  la  Morte)  ......  Eric  Stapleton 

288.  Japane  se  National  Hymn,  Harmonized 

by  Sydney  Osborne. 

133.  Kassala  Gavotte  .........  H.  WilcocJc 

270.  Kathleen  Ma  vourneen  .........  P.E.Douglas 

171.  Khartoum  Quick  March  ...         ...  F.  P.  Rabottini 

286.  King's  Own  March       .........  Warwick  Williams 

246.  Liberty  Bell  March      .........  Sousa 

135.  Little  Dear  Gavotte     .........  F.Astrella\ 

162.  Lohengrin          ............  Wa»ner 

136.  Maiden's  Prayer  ...          ......  Badarazewska 

435.  Manhattan  Beach  March         ......  J.  P.  Sousa 

137.  March  in  E  flat  .........  L.  B.  Mallett 

441.  March  Past  of  the  National  Fencibles  J.  P-  Sousa 

4^0.  March  Past,  of  the  Rifle  Regiment     ...  J.  -P.  Sousa 

140.  May-Day  Galopade       .........  J.  Qungl 


Cheap  Music  (continued). — 

141.  Mazurka  Badarazewska 

143.  Melodie Roeckel 

247.  Melody  in  F        Rubinstein 

211.  Minuetfco  (from  E  minor  Sonata)       ...  Grieg 

163.  Mountain  Echo  March G.  Gariboldi 

385.  Narcissus  ...         ...         ...         ...  Nevin 

439.  Our  Flirtation  March J.  P.  Sousa 

147.  Placid  Stream    ...          ...          ...          ...  Smallwood 

103.  Queenie  (Intermezzo)  ...          ...          ...  P.  D'Orsay 

165.  Rienzi      ...          ...          ...          ...          ...  Wagner 

253.  Kobin's  Return  (arr.  by  P.  E.  Douglas)  Fischer 

148.  Scherzino  Roeckel 

301.  Scotch  Air  (Blue  Bells  of  Scotland)  ...  Eric  Stapletow 
375.  Seasons  Galop    ...         ...          ...          ...  Smaltwood 

442.  Semper  Fidelia J.  P.  Sou  a 

196.  Silvery  Echoes Blake 

394.  Soldiers' Chorus  (Faust)  Gounod\ 

381.  Sonatina  in  F Beethoven 

380.  Sonatina  in  G    ...         ...         ...          ...  Beethoven 

302.  Spanish  Air  (Dance)     Eric  Stapleton 

378.  Stephanie  Gavotte        A.Czibulka 

166.  Tannhauser        Wagner 

150-  Tarantella  L.  B.  Mallet  t 

290.  Washington  Post  March  (easy)            ...  J.  P.  Soiisa 
454,*White  Wir  gs  (Transcription)              ...  Smallwood 

291.  Woodland  Echoes  Wyman 

PIANO    DUETS. 

367.  Com*  o'er  the  Stream  Charlie  ...  A.Mullen 

371.  Fron    G-eenland's  Icy  Mountains      ...  A.  Mullen 

372.  I'd  Cho,  so  to  be  a  Daisy          A.  Mullen 

154.  Maiden's  Prayer  ...          ...          ...  Badarazewka 

156.  March  of  the  Cameron  Men    ...          ...  A.  Mullen 

155.  Marche  dea  Creates      ...          ...          ...  A.  Mullen 

159.  Minnie,  or  Lilly  Dale A.Mullen 

353.  Silvery  Waves" (Wyman) Andre 

DANCE. 

388.  Amorosa  Mazurka         ...          ...          ...  A.  H.  Osivjld 

387.  Blue  Bells  Sol  ottieche  S.  Leslie 

262.  Blue  Danube  Waltz       Strauss 

382.  British  Army  Polka      Alec  Carlton 

285.  City  Polka J.D.   Wimpenny 

161.  Cosmopolitan  Quadrille  L.Gautier 

127.  Cyprus  Polka      Hot  ton  Clark 

402.  Donau  Wellen  Waltz  (Easily  arr.  by)  Percy  E.  Douglas 

101.  Electric  Waltz H.Klein 

397.  Esmeralda  Waltz  (easily  arranged)   ...  S.  Osborne 

395.  Fancy  Dress  Ball  Quadrille     Rosenberg] 

413.  Faust  Waltz  (arr.  by  P.  E.Douglas)  ...         GOMIO 


Cheap  Music  (continued). — 

250.  Flora  Waltz        W.Gordon 

386.  Horde  Guards  Schottische       5.  Leslie 

102.  Lucifer  Polka      H.Klein 

251.  Niagara  Waltz Vorzattgcr 

144.  Munich  Polka     ...  .         ...         ...  Jos.Gunel 

403.  Olympia  Schottische Sydney  J  Smith 

254.  Over  the  Waves  (Sobra  las  Olas)      ...  Rosas 

366.  Roseland  Waltz  Marietta  Lena 

415.  Sweetheart  Polka         ..,         ...          ...  Gounod, 

265.  Vinolia  Schottische      P.  Lester 

268.  Woodland  Whispers  Waltz     Stanley 

VIOLIN    AND    PIANO. 

256.  Campbells  are  Coming  ...          ,,„  A.  Mullen 

257.  British  Grenadiers        A.  Mullen 

258.  A  Life  on  the  Ocean  Wave      A.  Mullen 

259.  Hearts  of  Oak A.  Mullen 

260.  Ivy  Green  A.Mullen 

261.  Red,  White  and  Blue A.  Mullen 

317.  Ben  Bolt  A.  Mvllen 

312.  Low  Back'd  Car  A.Mullen 

313.  Sprig  of  Shillelagh       A .  Mullen 

314.  March  from  Norma       ...         ...          ...  A.  Mullen 

315.  March,  Guillaume  Tell  A.  Mullen 

316.  Lass  O'Gowrie A.Mullen 

284.  Reverie  (E  min.)  W.  Vinnicombe 

VIOLIN. 

170.  March  St.  Olave  ...         F.  James 

MANDOLINE    AND    PIANO 
274.  Alice  where  art  Thou  ?  

407.  Belle  of  Chicago  March  ...          ...  J.  p.  Sousa 

406.  Blue  Danube  Waltz      Strauss 

416.  Cadet  Two  Step  (arranged)     Alard 

408.  Corcoran  Cadets  March  J.  P.  Sonsa 

272.  Douau  Wellen  Waltz    ...         ...         ...  Ivanovici 

414.  Faust  Waltz  and  Flower  Song  ...  Gounod 

277.  Hiawatha  Popular  Cake  Walk  ...  Neil  Moret ' 

401.  High  School  Cadets  March     J.  P.  Soitsa 

289.  Honey  are  you  true      ...          ...          ...  Sydney  Osborne 

267.  Kathleen  Mavourneen Crouch 

399.  Liberty  Bell  March /.  P.  Sousa 

400.  Manhattan  Beach  March         J.  P.  Sousa 

411.  March  Past  of  the  National  Fencibles  /.  P.  Sousa. 
410.  March  Past  of  the  Rifle  Regiment     ...  /.  P.  Sousa 

255.  Oceana  Schottieche     W.H.Stevens 

279.  Over  the  Waves  ...  Rosas 

409.  Our  Flirtation  March J.  P.  Sousa 

412.  Semper  Fidelis  March  J.  P.  Sousa 

398.   Washington  Post  March          J.  P.  Sousa 
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BANJO    AND    PIANO 

429.  Belle  of  Chicago  March          J.  P.  Sousa 

405.  Cadet  Two  Step  (arranged) Alard 

430.  Corcoran  Cadets  March          J.  P.  Sousa 

428.  High  School  Cadets  March     J.  P.  Sousa 

419.  Liberty  Belle  March     J.  P.  Sousa 

418.  Manhattan  Beach  March        J.  P.  Sousa 

433.  March  Past  of  the  National  Fencibles  J.  P.  Sousa 
432.  March  Past  of  the  Rifle  Regiment     ...  J.  P.  Sousa 

431.  Our  Flirtation  March J.  P.  Sousa 

434.  Semper  Fidelia  March             J.  P.  Sousa 

417.  Washington  Post  March          /.P.  Sousa 
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Illustrated  Supplftnents  have  appeared,  Including  the  following  (2%d.  each.) 


Monthly,   2d., 
(by   post  2*6%) 
Abroad,  3s. 

Covers  for  binding 

8s.  each. 
Index  2d.  each. 


PORTRAITS. 

PORTRAITS  (continued.) 

PORTRAITS  (continued.) 

VOL  8 

Fer-iinand  David 

I.  B.  Poznanski 

Prof,  and  Mrs.  Holloway 
and  Family 

Elderhorst  Quartette 
H.  Wilhelm  Ernst 

Rene  Ortmans 
A.  Simonetti 

Eugene  Polonaski 
Hugo  Kupi'erschmidt 
Dr.  Joachim. 

Miss  Muriel  Handley 
Miska  Hauser 
N.  Paganini 

W.  Ten  Have 
Mdlle.  Wieirowitz 
Miss  Hildegard  Werner 

Anton  Schumacher 
William  Christ  Basle 

Louis  Spchr 
A.  Stradivarius 

Fred  Furnace 
Miss  Kathleen  Thomas 

M.  Coward-Klee 

H.  Vieuxtemps 

M.  Cesare  Thomson 

Dettmar  Dressel 

G.  Viotti 

F.  Whiteley 

The  Joachim  Quartet 
Kubelik 
C   M.  Hawcroft 
VOL.  7. 

VOL.  5. 
T.  G.  Briggs 
Cologne  Gurzenich  Quar- 
tette 

H.  Lvel)  Tayler 
Stanley  W.  G.  Barfoot 
j.  de  Angelis 
Marcello  Ressi 

W.  A.  Mozart 

Wm.  Heuley 

FACSIMILES  AND 

Miss  Kate  Lee 
R.  Peckotsch 

Miss  Leonora  Taokson 
J.  Koh-Alblas 

PICTURES. 

Paganini  on  his  Death-bed 

Gordon  Tanner 
Eugene  Meier 
W.  V.  Fisher 
Paganini 

A.  Oppenheim  (violinist) 
A.  Oppenheim  (pianist) 
Mdlle.  Jeanette  Orloff 
Dr.  H.  Pudor 

Letter  of  Ch.  de  Beriot 
Letter  of  Camillo  Sivori 
Defeasance  of  a  bond  by 
Roger  Wade  Crowder 

T.  B.  Parsons 

C.  L.  Walger 

Viola  di  Gamba  by  Carlo 

Joseph     Guarnerius     del 
Gesu  Violin,  1733 
VOL.  6. 
Pit-ne  Baillot 
C.  A.  de  Beriot 

W.  E.  Whitehouse 
Miss  Gladys  May  Hooley 
J.  Harold  Henry 
Adolphe  Pollitzer 
Mdlle.  Edith  Smith 

Bergonzi,  1713 
Facsimile  Labels  in  Nos 
32,  34,  35,  37,  505,  ,58 
LiradaGamba.byLlnarolo, 
reproduction  of  Painting 

J.  R.  Bingley 
Ole  Bull 

John  Dunn 
Heinrich  Maria  Hain 

by  Tintoretto 
David  Techler's  Viola 

Arcangelo  Corelli 

Edina  Bligh 

Stradivari's  Scroll 
Jacob  Stainei's  House 
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Books  on 


12mo,  red  cloth,  gilt,  323  pp.,  3/6. 

Carlile  (R.)»  Manual  of  Freemasonry,  containing  the  First 
Three  Degrees,  The  Royal  Arch  and  Knights'  Templar 
Druids,  The  Degrees  of  Mark  Man,  Mark  Master,  Architect, 
Grand  Architect.,  etc.,  etc. 

12mo,  blue  cloth  gilt,  374pp.,  3/6. 

Fellows  (J.),  Mysteries  of  Freemasonry;  or,  An  Exposition 
of  the  Religious  Dogmas  and  Customs  of  the  Ancient 
Egyptians  ;  showing,  from  the  origin,  nature  and  objects  of 
the  rites  and  ceremonies  of  remote  antiquity,  their  identity 
with  the  Order  of  Modern  Masonry,  with  some  remarks  on 
the  Metamorphosis  of  Apuleiua.  with  numerous  woodcuts. 

12mo,  green  cloth,  gilt.  254  pp.,  3/6. 

Eitual  and  Illustrations  of  Freemasonry,  accompanied  by 
very  numerous  engraving  a,  and  a  Key  to  the  Phi  Beta  Kappa. 

8vo,  sewed,  26  pp.,  II- 

Investigation  into  the  Cause  of  the  Hostility  of  the  Church 
of  Rome  to  Freemasonry,  and  an  Inquiry  into  Freemasonry 
as  it  Was,  and  Is  :  with  Criticism  as  to  how  far  the  Order  fulfils 
its  Functions,  by  Author  of  "Text  Book  of  Freemasonry." 

Post  8vo,  sewed,  48  pp.,  II- 

Joachin  and  Boaz;  or,  an  Authentic  Key  to  the  Door  of 
Freemasonry,  both  Ancient  and  Modern. 

Post  8vo,  sewed,  5Opp.   II- 

Three  Distinct  Knocks  at  the  Door  of  the  Most  Ancient 
Freemasonry.  __  _ 

8vo»  sewed*  l/- 

The  Origin  of  Freemasonry,  or  the  1717  Theory  Exploded 
by  C.  J.  Paton.  _ 

8vo,  paper,  2/6  (post  free  3  -) 

Weisse  (John  A.),  The  Obelisk  of  Freemasonry,  according 
to  the  Discoveries  of  Belzoni  and  Commander  Gorringe  : 
also  Egyptian  Symbols  compared  with  those  discovered  in 
American  Mounds.  ___ 

Fifth  thousand,  12mo,  cloth  II-  net. 

Pocket  Lexicon  of  Freemasonry,  by  W.  J.  Morris  18° 
P.D.D.G.M.,  St.  Lawrence,  District  and  Past  Inspector 
Gen.  Royal  and  Select  Masters.  _ 

I2mo.  cloth,  62  pp.,  2/- 

Fox  (T.  L.),  Freemasonry  ;  An  Account  of  the  Early  History 
of  Freemasonry  in  England,  with  Illustrations  of  the 
Principles  and  Precepts  advocated  by  that  Institution. 

The  above  POST  FREE  on  receipt  of  remittance 
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Books  on  Freemasonry 


l<2mo,  blue  cloth,  red  edges,  270  pp.,  51- 

Text  Book  of  Freemasonry  ;  a  Complete  Handbook  of  In- 
struction  to  all  the  Workings  in  the  Various  Mysteries  and 
Ceremonies  of  CRAFT  MASONRY,  containing  the  Entered 
Apprentice,  Fellow-craft,  and  Master  Mason's  degrees  ;  the 
Ceremony  of  Installation  of  the  W.  Master  and  Officers  of  the 
Lodge,  together  with  the  whole  of  the  Three  Lectures  ;  also 
the  Ceremony  of  Exhaltation  in  the  Supreme  Order  of  the 
Holy  Royal  Arch,  a  Selection  of  Masonic  Songs,  etc.,  illus- 
trated with  four  engravings  of  the  TRACING  BOARDS,  by 
41  A  Member  of  the  Craft,"  new  and  revised  edition. 
Ditto,  Ditto,  on  thin  paper,  bound  in  leather  pocket-book 

style,  5s. 
The  Three  Tracing  Boards,  in  12mo,  cloth  line,  Is.  6d.  _ 

Post  8vo,  cloth,  10/-  (or  crimson  calf  limp,  gilt  edges,  15/-  net. 

Text  Book  of  Advanced  Freemasonry,  containing  for  the 
self-Instruction  of  Candidates,  the  COMPLETE  RITUALS  of  the 
HIGHER  DEGREES,  viz.,  Royal  Ark  Mariners,  Mark  Master, 
Royal  Arch,  Red  Cross  of  Rome  and  Constantinople,  Knights' 
Templar  and  Rose  Croix  de  Heredom  ;  also  Monitorial  In- 
structionson  the  30th  to  the  33rd  and  last  degree  of  Free- 
masonry, to  which  are  added  Historical  Introductions  and 
Explanatory  remarks  by  the  Author  of  the  "  Text  Book/' 

MASONIC  SONGS  AND  POEMS 

BY  BARDS  CHIEFLY  OF  THE 
ipth  AND  2oth  CENTURIES 

COMPILED    BY 

_  A.  C.  STEPHEN.  _ 

Third  Edition,  8vo.  boards,  cloth  back,  6/-  net  (by  post  6/4.) 

THE  INTERNATIONAL 
DIRECTORY    OF    PATENT   AGENTS- 

NEW  AND  ENLARGED  EDITION  (the  third), 

'Contains  over  4000   Patent  Agents,  practising  in  all  parts  of  the 
world.    Arranged  Alphabetically,  and,  also  Geographically. 

London  :  W.  Reeves,  83,  Charing  Cross  Road,  W.C. 
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The  Set  of  15  Numbers  2/6  post  free.  Or  2d .  each  (Post  free  2£) 

PARISH    CHURCH    MUSIC. 

A  Collection  of  Original,  Practical,  Modern  Compositions — Tunes,  Canticles, 
Chants,  etc.,  for  use  in  "  Choirs  and  Places  where  they  Sing."  :— 

No.  i.— Teu  Tunes  to  the  Hymn,  "  ABIDE  WITH  ME," 

including  Three  Prize  Tunes. 
No.  2.— Ferial  Confession,  "STORY  OF  THE  CROSS," 

Choir  Prayers  with  Antiphon,  by  G.  E.  Lake. 
No.  3.— Five  Tunes  to  the  Hymn,  "  ROOK  OF  AGES," 

including  Three  Prize  Tunes. 
No.  4.— Six    Quadruple    Chants  for   the  "  TE    DEUM," 

including  the  Three  Prize  Tunes. 
No.  5.— Ten  Tunes  to  the  Hymn,  "SUN  OF  MY  SOUL, 

including  Three  Prize  Tunes. 
No.  6.— Ten  Tunes  to  "JERUSALEM  THE   GOLDEN," 

including  Three  Prize  Tunes. 
No.  7.— Six  Tunes  to  the  Hymn  "NEARER  MY  GOD 

TO  THEE,"  including  the  Three  Prize  Tunes. 
No.  8.— Eleven  Tunes  to  the  Hymn,  "  HARK,  HARK, 

MY  SOUL,"  including  Three  Prize  Tunes. 
No.   9.— Six  Tunes    to    the    Hymn    "LEAD    KINDLY 

LIGHT,"  including  the  Three  Prize  Tunes. 
No.  ID.— Four  Tunes  to  the  Hymn,  "  JESUS,  LOVER  OF 

MY  SOUL,"  including  the  Three  Prize  Tunes. 
No.  ii.— Five  Tunes  to  the   Hymn,   "  LO  1  HE  COMES 

WITH   CLOUDS  DESCENDING,"  including  the 

Thres  Prize  Tunes. 
No.  12.— Five  Tunes  to  the   Hymn,   "I   HEARD   THE 

VOICE    OF  JESUS   SAY,"  including  the   Three 

Prize  Tunes. 
No.  13.— Six  Tunes  to  the  Hymn,  "  FOR  THEE,  0  DEAR, 

DEAR  COUNTRY,"including  theThreePrizeTunes. 
No     14.— Fmir  Tunes  to   the  Hymn,   "  0  LOVE  WHO 

FORMEDST  ME  TO  WEAR." 
No.   15.— Six   Tunes   to    the    Hvmn,    "  THE  KING   OF 

LOVE,"  including  Three  Prize  Times. 

Price  One  Shilling.      (Cloth   1\6) 

on 

Nev  an*  Enlarge*        AND 

Edition  Z^I^^I 

BY  T.  R.  CROGER,  F.R.G.S.,  F.Z.S., 

With  three  Full-page  Illustrations  of  the  various  "Beats,"  and  Plan  of  an  Orchestra 
••  A  mine  of  good  things."—  Musical  Opinion. 
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THE  Weekly,  with  Supplement,  2d. 

"MUSICAL  STANDARD; 

A  NEWSPAPER    FOR    MUSICIANS,        -       -       -       - 
PROFESSIONAL    AND    AMATEUR. 

Gives  Supplements  of  Illustrations  of  British  and  Foreign 
Organs,  Portraits  of  Eminent  Musicians,  Organ  Music » 
Violin  Music,  Anthems,  Part  Songs,  Songs,  Piano 
Pieces, 

SUBSCRIPTION,  one  year,  IDS.  iod.,  six  months,  53.  sd. 
Abroad,  one  year,  133.,  six  months,  6s.  6d. 


Illustrated  Series,  Yols.  1, 2, 3,  4,  8, 6, 7,  8,  9  10  &  onward,  bound  in 
brown  aloth,  5s.  each. 


Handsome  Covers  for  Binding,  is.  6d.  each,  (by  post  is.  9d) 


Publishing  and  Advertising  Offices  : 

83,  CHARING  CROSS  ROAD,  LONDON,  W.C. 


1902-3  Edition.    Paper,  2s.  net:  or  Cloth,  3s.6d.net. 

MUSICAL    DIRECTORY 

FOR  GREAT  BRITAIN  AND  IRELAND. 

THE  TRADES,  PROFESSORS  AND  OTHERS  CONNECTED 

VNTITH     MUSIC,     CHORAL    SOCIETIES,    STAFF    OF 
CATHEDRALS,  COLLEGES  AND    ABBEY   CHURCHES,  ETC. 
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Kobbe*,   Gustav 

100  How  to  understand  Wagner's 

W25K6       Ring  of  the  Nibelung 
1895         6th  ed. 
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